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3, And guarantees a position to every 
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Georgia Kober, President 
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Sidney Silber, Dean 
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Adolf Weidig, Hans Muenzer, Walter 
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Adolf Weidig, Arthur O. Andersen, John 
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JOHN J. HATTSTAEDT, President. Karleton Hackett, Adolf Weidig, Heniot Levy, Associate Directors 
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The Three Aims of Education 
The Milton Fairchild Character Education Institution, 
which has made a specialty of the scientific study of education 
in relation to Society, states the following as the three great 
objectives in education. Note particularly the statement as to 
the training of the abilities and the hands. What trains the 
hand more than the study of an instrument, particularly the 
piano or the organ in which both the bass and the treble parts 
must be interpreted ? 
Resolved, That there are three objectives of education in 
a republic, each of equal importance with the others. 
1. The transmission of knowledge from generation to 
generation. The entire personnel of a nation changes in seventy 
years. 
2. The development of abilities and skills, including 
health. The brain must grow strong to observe, to think, to 
exercise good judgment, to invent ways and means: the hands 
and body must learn to do things well under direction of the 
brain. 
3. The maturing of character, according to wise stand¬ 
ards based on human experience. The purposes of a citizen 
must be true, if knowledge, ability and skill are to serve the 
general welfare. 
“Sampling” Music Lessons from House to House 
A radio studio recital is a new “stunt” for the modern 
music school. The E. R. Kroeger School of Music, of St. Louis, 
has the honor of giving the first event of this kind of which 
we have heard. This is a unique type of musical advertising. 
In the olden days it was considered good publicity for the soap 
manufacturer to distribute samples of his wares to the doorsteps, 
and even now one encounters on Forty-second Street, New 
York, costumed employees of a Tooth Paste King handing out 
trial tubes. By radio, however, the music teacher may force 
samples of his work right into the parlor of the home without 
asking the pater et materfamilias to venture out into the night 
to listen to a pupil’s accomplishments. 
Let us hope that those who “listen in” may realize that 
“making music” and “hearing music” are two different and dis¬ 
tinct pleasures. Making music of your own brings many higher 
and greater joys than those that come to the mere listener. 
As you pass the florist’s window you enjoy the blossoms exposed 
for sale; but one poor little pansy that you have raised all by 
yourself will give you ten times the fun and inspiration. The 
pansy is yours—the orchids—well, the florist was hired to raise 
them. 
When is a Musical Instrument Not a Musical 
Instrument? 
At a meeting of the Philadelphia Music League recently 
held, Dr. Edwin C. Broome, the highly efficient Superintendent 
of Schools of the City of Brotherly Love, presented a letter in 
which he asked the board to decide whether the humble har¬ 
monica might be considered a legitimate instrument worthy of 
standing with the violin and the other orchestral instruments. 
The decision of the Board was that “the harmonica is not a 
legitimate musical instrument but a musical toy which has 
its place in boy scout camps, or in playgrounds and recreation 
centers where it might serve a valuable purpose.” 
Editorially speaking, we feel that the harmonica may have 
value in getting certain types of boys interested in making 
music. If it does no more than act as a kind of shoehorn in 
easing a few impossible kids into more serious musical work, 
it will prove worth while. Just a little while ago your editor 
acted as one of the judges in the city contest for harmonica 
players, conducted by Mr. Albert N. Hoxie, who made a repu¬ 
tation in wartime as a very able song leader. The Mayor of 
Philadelphia, W. Freeland Kendrick, was there and went upon 
the stage to show the boys what he could do with a harmonica 
and incidentally showed their elders that he was a very human 
Mayor. Those boys will never forget that day when the city’s 
chief magistrate wheezed out some lively tunes in true boy 
fashion. 
All this leads us to a very important matter in the choice 
of musical instruments. We have known people to work for 
years upon instruments that would never lit into any good 
orchestral group—instruments without a literature wortli men¬ 
tioning. The literature of the piano is immense. The literature 
of the violin is likewise immense. Why take up the study of the 
zither or some similar instrument with a comparatively re¬ 
stricted literature? 
Shall I Go to College? 
Shall I study music at a college or at a conservatory? 
The answer is—you must haye a musical education and you 
must have a general education. If you do not go to college you 
must get your general education by far more arduous means. 
Of course, some virtuosi in the past have been great successes 
and some composers have been great successes without a college 
education. But what of the future? 
Dr. John M. Thomas, President of the Pennsylvania State 
College, discussed this subject in The Ledger some time ago, in 
a striking manrifer. At first he covered the subject from the 
standpoint of the great men who have struggled to the top 
without collegiate help. He says : 
"One-third of the Presidents of the United States and 
more than half of the group of fifty persons selected by 
one authority as the most successful men in American 
industry and business did not have the advantages of a 
higher education. These facts suggest the inquiry as to 
whether or not a college education is essential to success. 
Of the nine Presidents who did not attend college, four at 
least are numbered among the best chief executives that 
•we have had. Washington and Lincoln, the only two 
Presidents whose birthdays we celebrate, and Jackson and 
Cleveland, whom most historians probably would place 
among our greatest ten Presidents, were without the back¬ 
ground given by a college course." 
Later he points out the fact that the college does stand 
very high in producing successes, when compared with the great 
body of those who never attend college 
“But some further considerations are necessary. We 
have not been fair to the colleges. College men comprise 
but a small proportion of the male population of the coun¬ 
try. The wonder is that, they have come anywhere near 
supplying one-half of what we have agreed to call our 
“successful" business men and two-thirds of our presi¬ 
dents. For, after all, a college training need not differ 
in great degree from the soft of diligent training that 
Lincoln and Edison laid out for themselves. Of equal im¬ 
portance to an opportunity for education is the receptive¬ 
ness of the individual to be educated. Lincoln succeeded 
because he was Lincoln, in spite of his failure to have any 
definite schooling and not because of it. And the same 
deduction has been drawn by one who has made a study 
of the S3,000 names in the volume of “Who’s Who in 
America." College men are there in higher percentage by 
far than their general percentage among all men. 
“More and more a college education will come to play 
its part in the life of the man who attains success. The men 
of the past generation who climbed to the topmost rung 
of that difficult ladder without college educations have 
587 
xml their own noun to college. I would not venture to say 
that, one in the present generation, fired by the fine enthu¬ 
siasm of a Lincoln, could not educate himself, but I am 
certain that the complexity of modern life, the ramifica¬ 
tions of the accumulated intelligence of the world and the 
tremendous competition in the twentieth century make it 
increasingly difficult for one to overcome the handicaps 
imposed by a failure to secure a thorough groundwork in 
the elements of language, science, government, history and 
other subjects of study." 
No college possesses a philosopher’s stone which will turn 
lead into gold or tin into platinum. The natural born fool who 
manages to wriggle his way through college comes out a fool. 
In the music field we have met numbers of them. On the other 
hand, many of the most brilliant and capable men of affairs in 
the field of music have never had college advantages. Never¬ 
theless—get a college training if you possibly can. 
Turning Eagles into Turtles 
Years of close daily association with educational work, 
winter and summer, have given us a deep and sincere respect for 
the accomplishments of teachers and leaders in general. We 
find a great deal to laud and very little to condemn. 
There is, however, a type of educator who can do incalcu¬ 
lable damage to those he attempts to1 influence by his failure to 
realize that some people are born turtles and some are born 
eagles. 
You simply cannot change their places in teaching music 
or anything else. Th.e turtle is a turtle and always remains 
a turtle. He moves slowly, sleeps a great deal, progresses stead¬ 
ily and at the slightest danger draws back into his shell and 
waits there until he cautiously pokes out lus head again. 
The eagle soars. His home is in the highest trees on the 
tallest mountains. He proudly disdains the earth. His move¬ 
ments are swift and sure. His eyes are far-seding and bright. 
He dies in close restraint. 
If you find that you are giving music lessons to an eagle, 
why in the name of goodness not realize that he is an eagle; 
that he cannot stay in a technical shell like a turtle. That he 
must soar, or pine in captivity, Teach him how to fly, not how 
to crawl. 
On the other hand, if you are teaching a musical turtle, 
remember that it is cruel to expect too much from him. He 
will never get very far from home. He will never grow wings. 
Velocity may be impossible for him. He is a turtle. Tickle 
his shell a little and he will clamber along at a mild pace. Do 
the best you can with him, but do not be exasperated if he 
does not soar. He has his place in the world, not as brilliant as 
that- of the eagle, of course, but a sphere of real usefulness. 
Think over this little editorial. Most of modern educa¬ 
tional psychology is based upon the teacher’s ability to diag¬ 
nose the student’s musical possibilities and to find out just where 
he stands in the scale between the turtle and the eagle. 
MacDowell, The Artist 
There was a time in the career of Edward MacDowell 
when his parents were undecided as to whether he should become 
a musician or a painter. MacDowell never received any lessons 
in drawing, but his gift in sketching portraits of his friends, 
in making copies of portraits of great American heroes, and in 
caricature, were'marked by such a “professional” finish that 
those who have seen them readily perceive that in the develop¬ 
ment of a great musician America probably lost another Stuart, 
Peale, Winslow, Whistler or Sargent. "The youthful Mac¬ 
Dowell once filled an entire sketch book with drawings of a 
very remarkable character. Skill in the graphic arts has often 
been manifested by geniuses whose lives have been spent in other 
directions. Samuel Morse, the inventor of the telegraph, is 
widely recognized by art connoisseurs as one of the very fore¬ 
most American painters. His canvases bring a very high 
price and are continually increasing in value. Some are shown 
in the Metropolitan Museum of Art in New' York. Thackery 
-was a very clever draftsman, as was Mendelssohn. 
The Etude’s Jazz Bomb 
kl disiSon. We can not be blind to the fact that from some 
oftZZc has arisen new forms of dance mus.c orchestrahj.m 
which have the charm of piquancy and ongrn«l ty. Th * 
seems to us not unlike some of the very beautiful wdd flower 
which we have seen springing from a manure heap. Let us 
hope that all that is bad about Jazz, including the awful name 
itself, be annihilated and all that is charming may be retained. 
In this issue Mr. Clay Smith tells the real truth of the origin 
of Jazz. None of culture and ideals wants anything to do with 
that kind of Jazz. We do not, however, want to nnss any new 
and distinctive notes that may rise through many re-incunm 
tions from however low' and maggotty a beginning. Ameri 
cans arc too broad to fall into the cant of despising the lowly. 
We take a national pride in trying to raise the status of the 
unfortunate. Therefore if we succeed in burying Jazz let us 
do so w'ith the words: 
“Corruption shall put on Incorruption.” 
Carlyle’s University of Books 
“The true university of these days is a collection of books,” 
casually remarks Carlyle, in his “Heroes and Hero-Worship,” 
and thus utters one of those truths crystallized for the ages. 
We wish that musicians would realize this more. Does it 
really mean what it says? 
In a great many instances the student with the genuine 
desire to do something can often get as much, ami sometimes 
even more, out of a book than out of a course of University 
lectures. We have known of students with minds far more 
rapid than those of a sluggish, tired-out professor who merely 
parroted notes over and over again, notes prepared in his youth 
and never freshened. Such a student either goes down to the 
level of the teacher or he gets impatient, disgusted, disinter¬ 
ested and ultimately quits. Often he can do far more with 
books than with that kind of instruction. 
The various reading courses that have been employed at 
times in different parts of the country are valuable; but the 
real student, the fellow who has “gumption” enough to steer 
ns own ship, will not want a cut and dried course. He will nick 
Ins owm books He will stroll around in libraries and book shops 
until he can find out the needed works. He will read Catalogs 
goodadV 6mentS Until ^ SCleCtS What wil1 <1° him the most 
You may not be able to go to Yale Harvard nu r 
Michigan, Oxford or Cambridge; but there is notliin’o- t i "'' 
you out of the University of Book There is no ml 5 °, ^ 
needed; and you may study as long as you desire Th 
is slight and the joy immense. You ca/at once ioinH 7*' 
ternity of S. T. W. (Success Through Work! tJ l ** 
finest fraternity in the world. Any music dealerwT 
tains enough books to help you make a home mnd ^ 
in a short time. What if you are both Zr Z TriCulum 
body? So were thousands of successful peont ^Tl ' 
distanced other students with Universitv Ln V - °,lg ago 
to-day to work for your diploma from the UnhWt^i 
You will never get, one; but the joy 0f working B°°ks' 
something infinitely more precious. g a-v bnnR you 
“Two things keep me up and gome-» , , . 
to us recently, “Golf and exercise and m • n?ss man 
The business man who laughs at the value of mill 1JUfr^?n- 
at success. Let me .skip my golf or mv • , laughlng 
half • No one k„„J Shat *?? ' “m »”'?■ 
There are lots of tired business men takino doD"1' f 
when the re., sure is in recreation. 
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Schumann—The Master of Child Music 
Written Expressly for the “Etude" 
By the Distinguished English Composer-Pianist-Author 
CYRIL SCOTT 
Why Schumann’s Music Has Had Such a Great Influence on the Education of the Young 
It is a noticeable fact that within the last fifty years 
a vast change has taken place relative to the educa¬ 
tion of children. The first signs of this change were 
already perceptible after 1836, when Froebel opened 
his Kindergarten school at Biankenberghe. But that 
the Kindergarten became a popular institution was m 
part due to the influence of Robert Schumann's music 
which began to find favor about that time; while, much 
later on, the Montessori' system was, we believe, actually 
inspired by that influence. It crystallized at last the 
realization: 
(1) That children are all different from one another 
and hence must be treated individually and not en masse; 
(2) That children cannot in reality be educated by any¬ 
one else, “the impulse to learn must come from within 
their own minds’’; 
(3) That children are so constituted that "given 
proper conditions they prefer educating themselves to 
any other occupation.” 
For in these three sentences are clothed the under¬ 
lying idea of that system which is more and more 
obtaining a hold with those who have the interests 
of children at heart. 
“Seen and Not Heard’ 
But, of course, ere it was possible for such a prac¬ 
tical measure to be introduced, let alone accepted, a 
marked alteration in the prevailing attitute towards 
children was highly essential. During the Victorian 
epoch not only was the treatment of the young based 
on a remarkable ignorance of human nature, but also 
on an equally remarkable, if unconscious, selfishness. 
Children were to be “seen and not heard”; which meant 
that they were to afford an ocular pleasure to adults 
but were not to inconvenience them by asking questions, 
still less by romping and making a noise. That Nature, 
in order to develop their lungs and muscles, requires 
that children should romp and shout, did not sufficiently 
occur to our Victorian forefathers; nor that they must 
ask questions in order to acquire knowledge. For young 
people to behave thus was not consistent with that idea 
of awe and reverence which ought to be observed before 
elders and betters! But, of course, children did romp 
and shout and ask questions, nevertheless; because Nature 
is more powerful than precept. The result very often 
was chastisement, justified by the wisdom of Solomon, 
no allowance being made for Oriental hyperbole. In 
a word, children were treated after the manner of 
criminals; they were punished, not reformed. It was 
for the influence of Robert Schumann to bring about 
that deeper love and understanding of the child, which 
is such a pronounced characteristic of the present age. 
CLARA WIECK-SCHUMANN 
When a Child Virtuoso 
ROBERT SCHUMANN 
From the Famous Bust by Carl Seffner in the Hamburg 
Music Hall 
A few years ago one frequently heard the expression, 
“a literary painter”—it appeared to denote a man who 
was as much pre-occupied with the subject he painted 
as with the painting itself. This expression, if we 
mistake not, has been applied to Burne-Jones, Rossetti, 
Bocklin and others because they combined poetry of 
subject with beauty of representation. The analogy of 
this in the realm of the tonal art is to l>e found in 
the composer of what is termed programme-music, in 
contradistinction to the composer of absolute music. 
The one aims at expressing an emotion, a scene or an 
idea; the other is content to “express nothing but music 
itself.” 
Now although Schumann never actually wrote sym¬ 
phonic poems, his inspiration was more influenced by 
literature than that of his predecessors. One may even 
go so far as to say it was almost entirely nourished 
on the writings of Jean Paul Richter. So great was his 
admiration for this author “that lie would become vio¬ 
lently angry if anyone ventured to doubt or criticize Jean 
Paul’s greatness as an imaginative writer.”1 Nor was 
Schumann's estimation of him unjustified; for inter¬ 
spersed among his interminable novels are to he found, 
clothed in the form of dreams, the most remarkable 
and grandiose prose-poems which have ever been evolved. 
They are cosmic in their grandeur; and Carlyle as 
well as Schumann was enmeshed in their enthrallment. 
But then Schumann was a dreamer, himself. He was 
also a poet in embryo; for at one time “his inclinations 
seem almost to have hung in the balance between music 
and literature.”3 As it was, the two became closely 
intermingled; he not only adopted the avocation of musi¬ 
cal litterateur, but was also the first literary composer 
of whom there is any record.* With him the title 
of a piece was, if not an essential adjunct, at any rate 
an aid to its comprehension. And yet—significant fact— 
the piece was conceived first and the fitting title after¬ 
wards, which goes to show that Schumann, instead of 
circumscribing his musical inspiration by a literary idea, 
allowed the former to have full sway. It was, as it 
were, the voice of music which spoke first; it was that 
same voice which ultimately conveyed to him its own 
meaning. 
The Atmosphere of Simplicity 
And it is just’that meaning, or rather multitude of 
meanings, conveyed through Schumann s vast number 
of pieces, from which one may gain some idea of the 
content of his message. That it is not so immediately 
apparent as that of Handel, Bach or Chopin, must be 
admitted; but if we approach Schumann s music with 
a sufficiently unprejudiced mind, his message is discern¬ 
ible none the less. In the first place an atmosphere 
of simplicity and innocence pervades practically the 
whole of his works, whether he portrays the scenes of 
childhood or the sentiments of adults. In the second 
place he entertained a noticeable predilection for simple 
forms-the song form, so-called, the theme and varia¬ 
tions. and the song proper. Even his larger dimensional 
works, quartets and symphonies, are mostly composed 
of song-form sections; as for the Carnaval and the 
Papillons, each is a series of small pieces placed to¬ 
gether under one composite title. It was not that 
Schumann did not aspire towards the more architectural 
type of forms in which Beethoven and Mendelssohn had 
excelled, it was that this inherent simplicity always 
asserted’itself, no matter what he wrote. Indeed, since 
Domenico Scarlatti and the Clavecinists, never had a 
serious composer written such a prodigious number of 
small pieces. 
If we glance through the thirty-four volumes ot 
Schumann’s works we find Papillons (twelve pieces), 
Davidsbiindlcr (eighteen pieces), Kinderssenen (thirteen 
pieces), Bunte Blatter (fourteen pieces), Novcllcttcn 
(eight pieces), and so on. Only now and then do we 
stray upon an overture, a sonata or a symphony. And 
then, if we study the titles, there is the same poetic 
simplicity, as if Schumann were deliberately naming 
his creations to suit the child-mind. Thus: “Scenes of 
Childhood,” “Motley Leaves,” “Butterflies,” “Fairy-tale 
Pictures,” “Fairy Stories,” “Children’s Ball,” “Album 
for the Young,” “Christmas Album.” Again we have 
such significant superscriptions for single pieces as 
“Why?,” “Happiness Enough,” “Soaring,” “The Merry 
Peasant,” and so on. Moreover, Schumann takes care 
to explain to his friends the meaning of some of his 
titles. He distinguishes the Kinderssenen, for instance, 
from the Weihnachtsatbum. “on the grounds that the 
former are the recollections which a grown man retains 
of his childhood, while the latter consists of imaginings 
and expectations of young people.”' 
The Apostle of the Romantic Movement 
Schumann has been termed the Musical Apostle of the 
Romantic Movement. The phrase is apt enough, but with 
him true romance was associated with childhood, not 
with maturity. Himself a large, overgrown child, .a 
dreamer, he portrayed those romantic sentiments which 
alone exist in the dreamland of children. Who but a 
big child, fond of fanciful pranks, could have conceived 
of and enjoyed such a strange creation as the Davids- 
JEAN PAUL RICHTER 
The Romantic Poet Who Inspired Many of Schumann's 
Finest Works 
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biindler? Here was a purely fictitious brotherhood, half- 
humorous, half-poetical, which existed solely in.the imagi¬ 
nation of Schumann himself." It was but an elabora¬ 
tion of the childish fondness for assuming the characters 
of others, as when children exclaim: “Let’s pretend to 
be grown-ups, soldiers,” or what not. Nor can we 
fail to see whence Schumann’s idolization of Jean Paul; 
for the .latter “was unsurpassed in depicting the tender 
emotions with his dazzling and even extravagant play 
of digressive fancy, his excess of feeling over dramatic 
power, his incessant alternations between laughter and 
Yet, withal, Schumann lacked the power of Jean Paul’s 
greatest moments. When Schumann tried to be strong, 
he usually succeeded alone in portraying the strength 
of a little boy pretending to be a big one. There was 
always something intrinsically naive about these at¬ 
tempts ; for if he does manage to invent a bold, clear- 
cut theme, as the first theme of the Bb symphony, for 
example, it invariably, after a few measures, breaks 
off into something either playful or pleading. Another 
childlike element in Schumann is his predilection for 
telling stories, or at any rate “for bringing his hearers 
into a condition of mind from which they could go on 
romancing for themselves.”8 He has also a great fond¬ 
ness for musical jokes, whimsicalities and puzzles. Not 
only did he write six fugues on the name "Bach,” but 
also a whole set of variations on a theme formed from 
the letters of a young lady's name. Further instances 
of this type of playfulness may be found in the Carna- 
val, in the Album for the Young, and in other works. 
A Direct Message 
In passing at length from causes to effects, we must 
once again emphasize the fact that music speaks its 
message direct to the heart—Schumann was, as it were, 
the messenger from the heart of the child to the heart 
of the parent. Nay, he was more: he was the true poet 
of the child-soul, of the child-nature, of the child-life. 
With his tenderness, hig whimsicality and his humor; 
with his questionings, his fancifulness, his pleadings and 
his dreaminess; he implanted in the mother-heart the 
true likeness of the child; and she understood. Children 
were different from what she had previously thought. 
Her own childhood, though remembered, had taught 
her very little, in spite of its multitude of joys and 
sorrows. She had been corrected and punished, and had 
arrived at what she now was. 
What had been good enough for her when a child, 
would be good enough for other children. But no—a 
subtle influence told her otherwise. Children were not all 
alike; they were as varied as adults; there was only one 
similarity between them—that they were all children. It4 
was our treatment of them that made them appear all 
alike; we allowed them no self-expression, we trampled 
upon their individualities, we silenced their questionings, 
we never tried to understand them, to foster their latent 
faculties, to discover their latent talents. When they were 
naughty, we punished and put .them to bed; but we never 
sought to find out the true cause of their naughtiness and 
wisely to remedy it. On the contrary, we resorted to the 
expedient of frightening, of the rod, of hell-fire, of the 
bogeymen. Was there no better way? 
How Schumann Helped Children 
So far we have considered the effect of Schumann’s 
music on adults; but it had a marked effect on children 
themselves—it helped the child-ego more speedily to reach 
maturity of mind. There are children born nowadays who 
astonish their elders by their spasmodic outbursts of wis¬ 
dom. We often hear the phrase: “One could hardly 
believe that a child could think of such things!” This 
precocity is due to Schumann’s influence, for, owing to 
the improvement in the conditions of child-life which it 
brought about, a much higher type of soul is able to be 
incarnate in the present age than in the foregoing one of 
blind severity. 
His music” affected the subconsciousness of such souls 
in a manner in which none hitherto had been capable of 
affecting it. It was the only music so far conceived which 
was attuned to the child-mind and for this reason it was 
equally the only music capable of educating the child. 
Handel and more especially Bach were too complicated, 
Mozart too flowery, and even Mendelssohn and Chopin 
not simple enough. And yet simplicity alone was insuffi¬ 
cient ; it must needs be combined with artistic excellence. 
Such mediocre compositions which, owing to their sim¬ 
plicity. are played to or given to children to play, may be 
useful for musically educative purposes, but they do not 
educate the soul. Only when simplicity and true art are 
united can this result be achieved. The musical soul of 
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Self-Test Questions on Mr. Scott’s 
Article 
(1) Give three cardinal principles fo 
the teaching of children. 
(2) What is a "literary painter?” 'i 
(3) Who was the first ‘‘literary com¬ 
poser?" 
(4) What is the pervading atmosphere 
of Schumann’s works? 
(5) lit what ways did Schumann help 
children? 
WINTERZEIT, C 
A Pictorial Inspiration from one of the best known of Schum; 
Pieces by the German Artist, Thomas Max 
Schumann, so t< 
and spoke to it a 
and he spoke to 
say, understood the soul of the child, 
no other composer could speak . . . 
: with tenderness and love. 
Schumann’s Musical Pictures 
Like Chopin, Robert Schumann has exercised a marked 
effect on the pictorial art. He was, for one thing, largely 
responsible for that type which in its first form was known 
as the Jugendstil, the very word Jugend meaning the 
Young. It was in evidence in the final decade of last cen¬ 
tury ; but since then it has undergone development at the 
hands of a variety of artists. Even more has Schumann 
been responsible for moulding the. post-impressionist 
painters. If we examine the spirit of Post-Impres¬ 
sionism, we must inevitably notice that its outstanding 
feature is naivete; and the drawings and’paintings in¬ 
spired by its influence look as if they had been exe¬ 
cuted by children; trees, houses, figures, all suggest the 
hand and mind of a child. This is already noticeable in 
the works of Gauguin and Van Gogh; it is even more 
noticeable in those of Henri Matisse, Picasso, Marchand, 
Andre Derain and Augustus John, though the latter can¬ 
not accurately be described as a post-impressionist. 
Nevertheless some of his drawings exhibit this same 
characteristic of naivete and the author remembers one 
in particular which not only was drawn in a child-like 
manner, but also seemed to have been “scribbled all over” 
by a child. This primitiveness, this simplicity of concep¬ 
tion, has spread far and wide into all countries. In 
Switzerland we notice it in the paintings of Hodler; we 
notice it in German, French, English, Russian and Italian 
painters; and we do not hesitate to repeat that this was 
inspired by Schumann as the Pre-Raphaelites were in¬ 
spired by Chopin. That it took longer to materialize, we 
admit; but then Schumann’s music has never been so ex¬ 
tensively played as that of Chopin, whole programmes 
being devoted to the latter’s work. It is true there are 
other elements to be discerned in many of these exponents 
of “child-likeness,” some of them in fact, like John, being 
also influenced by those musicians who aimed at the "sub¬ 
limation Of ugliness;”” but that does not detract from 
our argument. There are other ways of being sublimelv 
ugly than by imitating the crude naivete of childhood. 
Ferdinand Schumann, 
son of Robert and 
Clara Schumann, for 
zvhom the master 
zorote many of. the 
children’s pieces. 
Note his fine ideal¬ 
istic countenance in 
manhood. 
•Sec Chapter XXII, "MualdnuH and the 
Higher Power*.” 
M See Chapter XXIX. 
The Small-Hands Pupil 
By T. S. Lovette 
“I have a child piano pupil, and in attempting t< • t retch 
even ordinary intervals he stiffens his very small hands. 
What can I do to eliminate this tendency?” 
It is not sufficient to suggest that you “try confining the 
pupil to the very simplest studies and 
stretches at all”; for that would never eliminate the fail¬ 
ing when, later, more advanced studies or pieces u ill be 
attempted. 
In the first place, may I suggest that in all probability 
your pupil stiffens his hands even in the smallest tl igs as 
the result of clinging to the keys and using the wrong 
pressure. Ask him to strike the key with his thumb tell¬ 
ing him to sustain the tone; then try to remove the thumb; 
and if you use the test properly you will find that member 
quite rigid. You are, of course, to differentiate between 
your pupil letting the key go when you touch his thumb, 
and you being able to easily remove the thumb a- a 
result of its resting on the key in relaxed condition. 
A small hand in a contracted state will limit its stretch¬ 
ing capacity still farther, and a natural development of 
flexibility and stretch becomes impossible. 
Very few of those who claim to know and teach relaxa¬ 
tion are acquainted with the first principles of the subject; 
so if you are among the number, get thoroughly acquainted 
with this important subject. True, it is but the first 
principle in mental-muscular movements: but application 
of the principles of the second step will depend entirely 
on the extent of your practical knowledge of the first. 
viriTT ? S3y tThat !t is not I^ssible to teach such very 
y ung students as I would deem yours to be such intcr- 
Sewrher dW*** ™ relaxation ^d weight: but 
Wheffte dS eXP'anat,nns ma>’ * Riven the latter. 
*- sat ,i*” 
Making Practice Pleasant 
By Elaine E. Warren 
learn t0Y play,lnbutrSdislik^UtSIC StU<1.y haVC a real desire to 
read this can recall iust ° Pract!ce‘ Perhaps many who 
have not yet escaned 1 ^ SitUation- To those who 
the following plan may come as°a In U"fortunatc state 
Imagine yourself a fa— 3S 3 panacea- 
vast throng of admiring lis°tene«USiTian’ .playing for a 
scales and exercises” to I S IT*!"6 thc “horri'1 
composed by a master Th- .f1rf'J pieces of music, 
meaningless notes and W1 Rradually lose their 
them names, to make Tou «" even give 
Give some new turn to th ay~actlnR ’ m°re realistic, 
day; play them louder snft»Se SCa,cs aml studies each 
s b',orc"" >• 
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What Touch Shall I Use in Phrasing? 
By E. F. MARKS 
A Much-needed Discussion of an Everyday Musical Problem 
We read so frequently about the two-finger exercise 
in William Mason’s book “Touch and Technic, that 
we are apt to deem that this is the only example ot 
value to be found in this admirable book; whereas, the 
book abounds in copious examples of valuable technical 
material, sufficient to cover all grades, until a student 
arrives at that degree of proficiency in which he is 
capable of formulating his own technical exercises as 
No doubt the popularity of this particular exercise, 
very appropriately termed “the phrasing touch, received- 
its impetus from the fact that the student of the piano¬ 
forte in America was just ready for its usefulness and 
application. In the old-fashioned singing, schools and 
the simple ballads of our fathers the rhythmic accent 
of the measure was given prominence, and the phras¬ 
ing was done by the voices, while the pianist was_ sub¬ 
ordinated to simple chords or four-part accompaniment 
with but -few opportunities allowed for instrumental 
phrasing. Consequently, very little attention was given 
to phrasing by the amateur pianist whose highest ambi¬ 
tion at that time was to play the “Maiden’s Prayer” 
acceptably. Besides, the current literature treated the 
subject of music very superficially. However, ultimately 
the amateur musician saw the need of phrasing in his 
work, and William Mason’s two-finger exercise, giving 
directions as how to approach and leave a phrase tech¬ 
nically, supplied the immediate demand and proved a 
benefice. 
One Note Fading Into Another 
However, the two-finger exercise, as played by the 
average student (which is to endeavor to change the 
fingers laterally from one adjacent key to another, 
thereby repeating one of the keys, and to do this as 
rapidly as possible) misses the intent and purpose of 
this exercise, as its mission is to exemplify by the first 
note the correct attack for the beginning of a phrase, 
and by the second note the correct touch to end a phrase. 
Anyone will observe that from such a standpoint the 
two touches are not confined to adjacent notes; but that 
many notes may intervene between the beginning and 
ending of a phrase, and, likewise, in a phrase of only 
two notes (the smallest possible phrase) these may be 
many degrees distant from each other. 
We realize that the two notes of this exercise should 
be played somewhat slowly and not rapidly, if we desire 
to obtain the greatest benefit from our practice. After 
the first note has been struck we should listen intently 
to the naturally decreasing intensity of this sound and 
allow the second note to appear with a lesser degree of 
power, to that proportion to which the first sound has 
diminished. Thus is produced the effect of one note 
fading into another, just as one moving picture fades 
almost imperceptibly into another and newer one, super¬ 
imposed upon it. 
The following examples show the ordinary familiar 
forms of the touches embraced in this two-finger exer- 
In the above examples the note of attack has been 
indicated by the > sign, and the released or diminished 
note by o. The > note receives the accented stroke 
(usually fall of the hand) and the o note a delicate 
finger touch finishing the phrase in a soft agreeable 
manner. We must not overlook the fact that a note 
ending a phrase is usually curtailed of some of its time 
value; hence, this last note is soft and short. 
Example 1. Exhibits the usual feminine cadence. In 
the same category may be classed the resolutions of re¬ 
tardation and anticipation. 
Example 2. Gives two phrases from Beethoven of 
adjacent notes. • 
Example 3. Also selected from Beethoven, shows 
three phrases of leaps. 
Example 4. In this example from Tschaikowsky an 
accompanying chord appears between the two tones of 
the melodic phrase demanding the two touches. The 
chords of the accompaniment must not be played in a 
manner to detract from the interest of the melodic notes. 
Example 5. Selected from one of Kuhlau’s sonatines 
gives many intervening notes between the two touches. 
The c (second leger line above the staff, first note in 
the example) receives the downward (accented) stroke, 
and the b (second- space below the staff, last note of 
the example) gets the final finishing touch. Notice that 
we have fourteen notes occurring between the begin¬ 
ning and the ending touches; but these notes must not 
interfere with the correct delivery of the touches com¬ 
mencing and finishing the entire phrase of sixteen notes. 
Perhaps it would be well at this point to bring to 
notice the true import of the slur as lately emphasized; 
which is not simply to indicate legato playing as formerly 
taught, for we are told that if no other touch is indi¬ 
cated that legato should be used. Of late years special 
attention has been given to the slur, and from the former 
hit-and-miss manner of writing this sign implying almost 
nothing, even by so great a musician as Beethoven, there 
has emanated from this unusual attention an important 
role of the slur, which is to designate motives, figures 
and phrases; and this work is sometimes so carefully and 
accurately performed that we frequently encounter slurs 
written within slurs, thus clearly exhibiting the sub¬ 
divisions of the longer phrases. Among these numerous 
subdivisions we find many opportunities to use the two- 
finger-phrasing-touch', as exemplified by the slurs, and 
the music of such masters as Haydn, Mozart and 
Beethoven teems with examples requiring this unexcelled 
touch of attack and finish combined. 
A Variety of Touches 
Perhaps it would be well to exemplify still further the 
difference of the intensity demanded by phrases for this 
simple two-finger exercise, and at the same time exhibit 
some of the obscure and mysterious guises under which 
it appears; and how, as we have-phrases within phrases, 
we must have (paradoxically speaking) touches within 
touches, or, in other words, we must possess such an 
abundance and variety of touches that technical ability 
will show and clarify every phase of a musical phrase. 
In order to elucidate these differential qualities, we. give 
a reproduction of a four-measure passage from a simple 
piece, “Auf Gruener Au” Op. 82, No. 1, by Gustav 
Merkel: 
Ex.2 ^ ^ ^ ^ ^ i ^ ^ | p p ^ 
According to the printed copy the phrasing marks call 
for the two-finger touches on adjacent notes throughout 
the entire transcript. However, besides this touch we 
will discover that others exist. If the outline of the ex¬ 
cerpt is examined carefully, we will easily discern that 
the illustration naturally divides itself into two imitative 
sections, consisting of two measures each, constituting 
two phrases; the second phrase or division being two 
tones lower than the first with only a slight change near 
the end. Therefore, in the rendition of this passage our 
technic must show this division. To do this calls for the 
most careful and thoughtful manipulation of each little 
segment, consisting of two notes, shown by the slur, and 
each segment demanding the use of the two-finger touch; 
for each segment must be delivered softer than the pre¬ 
ceding one, and we must augment our idea of one note 
fading into another, so as to include also the idea of one 
segment fading- into another segment. Having finished 
the first phrase (the first divisional section of two meas¬ 
ures), the second phrase or section must be delivered 
in a similar manner, yet with the conception that this 
second division throughout its entire length is a shade 
softer than the first (model) section, which is evidently 
thc intention of the composer, as it is written lower, 
hence, is less brilliant. We notice that each phrase con¬ 
sists of six segments, each with the slight difference 
that the first phrase has the addition of a note preceding 
it. This single note beginning this first phrase must he 
viewed in the light of being an introductory note to the 
phrase, and it should be rendered in such a manner and 
with such a touch that it will convey this idea to the 
listener. In order to do this successfully it must be 
delivered with a softer touch and less intensity than the 
beginning of the real direct phrase, yet at the same 
time show that it belongs to and is a part of the phrase 
itself. As this introductory note occurs on an unac¬ 
cented beat, it is not so important as when appearing on 
an accented one, and we can easily dispense with it and 
still have the idea of absolute imitation conveyed in the 
second phrase notwithstanding its omission. 
It is owing to the introductory character of this initial 
unaccented note to a phrase that it is frequently omitted 
at the begnmng of a composition, although it may be 
added on a reappearance of the same phrase. The first 
tone the ear hears is always considered as accented until 
this is dissipated by following accent; lienee, this omis¬ 
sion of this introductory note to a phrase is non-essential 
to its completeness. 
According to the modern idea of phrasing in music, in 
this last excerpt given above, the composer should have 
used two slurs embracing two measures, thus defining 
clearly the phrases, notwithstanding the numerous slurs 
designating the segments requiring the phrasing touch; 
and the first slur should have included beneath it the 
initial unaccented introductory note. Thus we would 
have had slurs within slurs, and each demanding a 
different treatment by the touch. However, as the two 
phrases in this instance are so very apparent, we can 
readily forgive the writer for the omission of the two 
phrase-embracing slurs. 
As a rule phrases in music are not so easily discernible 
as in the foregoing example of the repetition of a phrase 
in imitation. However, there is a general principle under¬ 
lying the formation of phrases, which if thoroughly 
understood would no doubt greatly aid in discovering 
and correctly limiting and defining a phrase. Albeit, 
imitation, free and strict, figures largely in modern music 
writing. 
Identification and Performance of Phrases 
Music is poetic in construction. If a line of poetry 
is read it will be observed that it possesses within its 
bounds syllabic accents (feet) and at the end a cadential 
inflection of the voice. Music holds similar qualities, 
rhythmic accents and cadences. However, we will also 
observe that one line of poetry is not satisfactory to 
our feeling for completeness, and that it requires at the 
very least the addition of another line to gratify this 
craving for balance or entirety. Likewise, in music we 
find that one tone does not constitute music, as it lacks 
the inherent qualities (accent and cadence) of poetry; 
and it requires at least two tones for comparison or 
contrast in intensity (accent) yet from two tones we are 
unable to deduce a satisfactory cadential ending analogous 
to a line of poetry; and we find that it requires at least 
two measures of music to be effective and give our ear 4 
a satisfactory acceptance of accents and cadence. And 
just as one line of poetry does not convfey the idea of 
repose or completeness, we realize that a phrase of music, 
even if it occupies two measures, still demands the addi¬ 
tion of a second phrase. It is due to this desire for equal¬ 
ization that music naturally divides itself into regular 
rhythmic beats consisting of four, eight, twelve and 
sixteen measures. If we find a phrase complete in two 
measures, this phrase must be viewed in the light of ex¬ 
isting as an introduction or a coda, and not as an integral 
part of the verse. 
If we examine the usual eight measure section of any 
piece at hand we will discover that the phrases in order 
to obviate monotony and still preserve balance present 
one of the following basic forms: 
Two long (four measures each) phrases. 
Two short (two measures each) and one long (four 
measures). 
One long (four measures) and two short (two meas¬ 
ures each). 
Of course these phrases may be shortened or length¬ 
ened, or decreased or augmented in number; but there 
must always be a contrast between long and short phrases, 
even if an entire movement is contrasted with another 
movement. For this reason we sometimes find long 
phrases predominate in a movement while the next move¬ 
ment will abound in short phrases. Also, we will observe 
that in these eight measures occur two cadential endings: 
one in the fourth measure, usually a feminine or half 
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cadence, and the other in the eight measure, a full ca¬ 
dence, thus producing the feeling of repose and finality 
equivalent to two lines or a couplet in poetry. Such a 
passage, containing two divisions, is termed from a musi¬ 
cal standpoint a sentence. However, in quadruple or 
compound time, these points of cadential ending may 
fall in the second, the fourth or sixth and the eighth 
measures. 
In rendering a phrase a player should be careful to 
show clearly its beginning and cadential ending; and in 
case of an introductory unaccented note preceding it, this 
note should not be so prominent as to detract from the 
strong attack upon the accented note beginning the real 
phrase; as this prefatorial note is about equivalent to the 
definite article in spoken language. Then (unless other¬ 
wise indicated) notwithstanding the various degrees of 
intensity employed within the phrase, the cadential end¬ 
ing should be approached in a more subdued manner and 
ended with a quality of tone much softer than the attack 
at the beginning of the real phrase. If a phrase is re¬ 
peated it is advisable that the same degree of power 
should not be used upon the repetition as in the model 
phrase, this to avoid monotony. However, the same ex¬ 
pression may be given to the second appearance. 
In. giving the above directions concerning phrases we, 
purposely, have adhered to the usual and regular forms 
as encountered in the average pieces, and in which the 
outlines of form are clearly defined to embrace eight 
measures (or the double, sixteen measures) in order to 
evolve a simple basic rule for general use on how a phrase 
may be identified and played. 
Self-test Questions on Mr. Marks’ Article 
1. What has came to be known as the Phrasing touch? 
2. What is the treatment of the note at the end. 
of a phrase? 
3. How many measures in music arc required, to 
be effective? 
4. What must a player be particular to show in 
rendering a phrase? 
5. What may be said about the interpretation of re¬ 
peated phrases? 
Helpful Hints on Practicing 
By William Stern 
Probably one of the greatest reasons for music 
students’ slow and poor progress lies no't so much in the 
length of time they practice as in how they practice. Of 
course a great deal of the fault can be found in poor in¬ 
structions and not enough practice, but the wrong kind 
of practice is really a student’s undoing. The one great 
fault. 
By the wrong kind of practice is meant practicing with¬ 
out making use of your eyes, ears, and head or mind. 
The following suggestions and advice will show how to 
put these very important organs to use in daily practice. 
1. Unless your mind is on what is being done your eyes 
may be wide open and still not see. This can easily be 
proved with yourself as an example. Recall your last 
lesson. You played wrong notes or you did not observe 
the proper fingering or sharps or flats, in spite of the fact 
that these different signs or marks were in the music, 
plainly printed, and, in spite of your eyes being wide open 
and looking right at them. Hence, your eyes will not see 
unless your mind directs them. 
2. Right at the beginning, when studying a new piece 
of music cultivate the habit of reading the notes and the 
fingering at the same time. Very few do this. Students 
do not realize the importance of correct fingering. If you 
do not observe the fingering marked you will never prop¬ 
erly finger music not so marked and will consequently be 
greatly handicapped, especially in sight reading. 
3. In any piece of music certain measures are more 
difficult than others. There is only one way to overcome 
these hard places; and this is to practice these measures 
more than you do the rest of the piece or study. Go over 
the Whole piece carefully. Have a pencil close at hand 
and as you meet a measure which you find difficult mark 
these places with your pencil. Then, when doing your 
regular practice, as you reach the places you marked, stop 
and give that place separate study. Go over it carefully 
several times with your mind concentrated on every little 
detail; then go on with the rest of- the music and do the 
same with the next place you have marked. In this way 
these places will soon become no harder than the rest of 
the music. You have equalized it. That which is harder 
requires more practice. Practice hard places until they 
become easy. 
4. It is assumed that your teacher has set you right as 
to the correct position of your hands and fingers; but 
they will not stay right of their own accord, not until they 
have been trained to do so. To train them you must watch 
them constantly while practicing until they do not require 
watching; then in time you will have a set of tools which 
you can command to perform any musical task. 
5. Another great fault with students is, Fast Practice. 
This has a contrary effect; when you practice fast you 
learn slow. Every new piece of music; no matter if it be 
but an exercise or a scale, should be practiced slowly so 
that you will be sure to notice every little detail, such as 
correct reading of notes, sharps and flats, and natural 
signs, proper fingering, time, position of hands and fingers 
and other things your teacher may have marked in your 
music. No student can observe all this unless he is 
practicing slowly and has nothing else on his mind but 
the music. 
6. A great many students have an idea that the more 
frequently they go over the music they are practicing the 
sooner they will learn it. This is decidedly wrong. If the 
student has been going over a page of music about five 
times in one half hour, and he would go over the same 
page of music two or at the most three times in the same 
length of time he would accomplish much more in spite of 
the fact that he would repeat the same passages only one 
half as many times. The reason is quite plain. In going 
over your music fewer times you play slower. In playing 
slower you are apt to make fewer mistakes. You uncon¬ 
sciously concentrate—that brings quicker results. 
7. I am quite sure most students have been told many 
times by their teachers to count aloud when practicing; 
hut how many do it? A very small percentage it is 
feared. However, if students would be made to realize 
the importance of counting aloud, and the reason for it, 
more would observe the teacher’s advice. To be able to 
keep good time your ears must be trained to hear good 
time. By good time is meant giving the notes and rests 
their full and equal value and playing evenly and smoothly 
not in jerks. Now when you count aloud and you are not 
counting evenly (that is, counting. one beat faster or 
slower than another) you will hear it (or should hear it 
if you are listening to your playing) and will correct 
yourself of course. In this way your ears are trained to 
hear good or correct time only. By counting inwardly or 
not at all (as so many do) you have no way of telling 
whether it is right or wrong; since both your ears and 
eyes are untrained, they cannot set you right. The metro¬ 
nome answers the same purpose as counting aloud, but do¬ 
ing it yourself is best. This is certain; you can not hope 
to be a good musician without being able to see and hear 
The Velvet Tone 
By Joseph George Jacobson 
What is the secret of a velvet tone in piano playing? 
How is it acquired? Only through slow practice with a 
firm touch. A firm touch does not imply loud playing. 
The majority of pupils practice too loud, that is, with 
a hard, bangy touch with wrists and arms stiff. 
It has been said that if you wish to play pianissimo 
well you must practice fortissimo. This may be true 
and logical; but the touch must be firm, not hard. A 
firm touch, with relaxed wrists and arms, equalises the 
fingers; while the opposite would never strengthen them 
but produce a strain. • 
Without delicacy of touch and a velvet tone piano 
playing will not impress the public. Even if you are a 
master of giant mechanism, without heart and singing 
touch you will build up only, cold glaciers of tones which 
may. call for astonishment as would a skillful acrobat 
but will never thrill the listeners with warmth of a 
blissful emotion. 
When you are acquiring your technic cultivate what 
the Germans call “Die Tonbildung des Anschlags” (the 
tone-formation of touch). Exercises without concen¬ 
trated thought cannot help. Emotion and intelligence 
are the strong motors-. A mechanical piano player can 
always .beat you in speed. Listen carefully to the play¬ 
ing of great artists. Compare their playing. Study 
music for the love of it, not so much for ambition’s sake, 
if you wish to rise above the mediocre. There is an 
unfortunate tendency now for artists to play more power¬ 
fully than beautifully. This “bravura” playing devel- 
opes blacksmiths at the keyboard, 
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Runaway Warhorses 
By Austin Roy Keefer 
Pianists are sometimes caused intense vexation be¬ 
cause a piece or particular cadenza or passage “runs 
away with them,” so to speak. A possible and practicable 
remedy whereby security can be gamed, is suggested. 1 
The cause is primarily a complication of dls, namely, 
not knowing the text thoroughly in a mental way, and 
a superficial shallow touch. Here is a good place to 
say that a fine pianissimo or a delicate passage is a re¬ 
sult or reward of great strength and control—never of 
weakness. 
A good way to overcome such conditions i^ t.. select a 
number of cadenzas or short passages containing exam¬ 
ples, and to concentrate upon them in an intense manner 
until they are perfect. The cadenzas from l.iszt's .Vor- 
turno in A-flat Major, the first cadenza ill Tschaikowskfs I 
B flat Minor Concerto, and any works demanding the two 
hands working together, as Chopin s htude (>p. Jo. A o. 12, JSj] 
or A flat Impromptu, all furnish splendid studies a-, well 
as great pleasure. 
In many cases the right hand runs off from the left, 
and when this is the case, then exaggerate all the ac¬ 
cents and make the left hand do the leading. 1 i a piece 
that you have memorized runs away with you, ii is lie- 
cause you take it too rapidly or else because you do not 
think of what you are doing. The best thing tm ure this 
fault is tn rrsnrt tn thf» nntrs ami nlnv vrrv sluvvlv in 
Turning Music Noiselessly 
By Eugene F. Marks 
Someone may deem the turning of the leaves < f . lxxik 
during the rendition of a musical composition to U an un¬ 
important matter; but when one, in listening to a , horns 
or orchestra, hears a disturbing rustling and rattling of 
paper as all turn a page at the same time, it Ix-nnncs a 
subject demanding some attention on the part of tin- par¬ 
ticipants in such ensemble. 
In the case of chorus singers required to turn the pages 
of an octave size of music sheets, a go<x! manner is to 
place the palm of the right hand and fingers under the 
advanced page at the same time securing the edge beneath 
an overlapping thumb until ready to turn; of course this 
position of the hand must lie assumed well in advance 
of the turning point; and when this point is reached 
turn the page with the entire hand, releasing the thumb- 
hold. If performed carefully this method of turning the 
musicW1 Pr°duCe no noise t0 mar the beauty -t the 
With performers in an orchestra, where the hand is em¬ 
ployed in manipulating the keys or strings of an inurn¬ 
ment almost incessantly, it is advisable that the pages 
be prepared before-hand for rapid turning by thumb- 
clips being placed upon the outer edges of subsequent 
earh „PI dmS r beyond the edge of each leaf; 
£r*er d,pbelng Placed about one-half inch 
Thel tb theKPIreCed,,1E one’ beginning near the top. 
stomTdheU PS may '* made from adhesive tape or 
Si- pape,r. and scored in position firmlv by 
it is ' ' % th’S prcvious Preparation of the leaves 
mediate turning is'leH ad^pt^foT8 th® pages f.°r im' 
Play and turned from flns foM“tJTf°^„bcginning 
mishap of turning two or more pagJaUhTsameTme a,’y 
another, be^carefu^VTurn'ftUrn pagcs fnr 
right-hand corner, as this enaK1? fr°m the upper 
«. • *nce ,h. ta triT* “ “ 
and, also, to still observe the t P °f the new 
being played. - By previous nre °"e °f the page 
feel any nervous excitement to hu '^y" Th sh°uIdnevcr 
counters the command “Volti - w lcnevcr he cn" 
V. S. “ bub,t0 or the abbreviation 
“Music calls in my spirits, composes my thoughts, de¬ 
lights my ear, recreates my mind, and so not only fits 
me for after business, but fills my heart, at the present, 
with pure and useful thoughts. So that when the music 
sounds the sweetest in my ears, truth commonly flows 
the clearest into my mind.”—Bishop Henderson. 
■t as a mild and healing a^encj tV Cnter “ 
so beclouded that music cannot hrm*6 18 no inte11' 
the darkened mental corners.” g 3 ray of ,ight ir 
Mayor Hylan of New York. 
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What Effect is Jazz Likely to Have Upon the 
Music of the Future? 
From an Interview With PE RCA GRAINGER 
Distinguished Pianist. Compose, and Teacher in a Conference Secured Expressly for THE Etude. Tells Why We May 
Have No Fear of the Ultimate Results of Jazz on Music Art 
Editor’s Note— Mr. Grainger has easily one of the most original 
and individual minds of the present-day music world. His intellect has 
not been nourished on hackneyed thought paradigms handed dozen from 
stagnant pasts. He thinks for himself. This marks his vigorous music 
'which seems in a zvay like a reincarnation of melodic and harmonic exist¬ 
ences which expired with the England of Byrd, Tallis, Bull and Purcell, 
He has made a graphic study of Jazz and its influence upon the music of 
to-day and to-niorrow. In the following brief notes he characterizes this 
in his customarily interesting manner. Modesty, frankness, total. absence 
of snobbery arc'Mr. Grainger’s natural traits; and this makes this review 
of a few facts relating to Jazz all the more interesting. Compare Mr. 
Grainger’s views with those in the “Jazz Problem” issue of last month. 
“What is this bug-a-boo of Jazz? Is it polluting the 
musical art of to-day? Or is it something which will ' 
vastly increase the musical interest of the future? These 
are interesting questions, but by no means of the vital 
importance that some attribute to them. It was quite 
natural that Jazz should first bubble up in the melting 
pot of America, and equally natural that it should spread 
all over the world. The fact of the matter is that 
Jazz differs not essentially or sociologically from the 
dance music all over the world, at all periods, in that 
its office is to provide excitement, relaxation and sen¬ 
timental appeal. In this respect it differs not from the 
Chinese or native American Indian music or from the 
Hailing of Norway, the Tarantella of Italy, Viennese 
Waltzes, Spanish Dances or the Hungarian Czardas. The 
trouble is that too much fuss is made about Jazz. Much 
of it is splendid music. Its melodic characteristics are 
chiefly Anglo-Saxon—closely akin to British and Ameri¬ 
can (white) folk-music. 
The Finest Popular Music 
“In speaking of Jazz, I have in mind' the extremely 
clever jazz manipulation of popular themes with marked 
rhythm that has taken place in the last few years. These 
orchestral arrangements are often made by musicians with 
unusual experience. To my mind, this form of Jazz is 
the finest popular music known to me in any country 
of to-day or even of the past. Its excellence rests on 
its combination of Nordic melodiousness with Negro 
tribal, rhythmic polyphony plus the great musical refine¬ 
ment and sophistication that has come through the vast 
army of highly trained cosmopolitan musicians who play 
in Jazz. There never was a popular music so classical, 
“One o.f the main characteristics of Jazz is that taken 
from the improvised habits of the Chinese and other 
musicians of the Far East. The seductive, exotic, de- 
socializing elements imputed to Jazz by musical igno¬ 
ramuses have qo musical basis. Musically speaking, the 
chief characteristics of Jazz are solidity, robustness, 
refinement; sentiment, friendly warmth. As music it 
seems to me far less sensuous, passionate or abandoned 
than the music of many peoples. It is what one would 
expect from a solid, prosperous Nordic race. 
“What is there new about Jazz? All of the rhythms 
existed before. Nothing distinctly fresh .and original 
has been contrived rhythmically. Surely the Scotch snap, 
such as we find in the old Scotch tune Coinin’ Through 
the Rye, is not new. Yet this is one of the elements in 
the Jazz prescription. Nor is there anything new about 
the after beat, such as we find in the Hungarian dances 
of Brahms. 
“Though the elements out of which Jazz is made are 
not original when taken singly, yet, no doubt, the com¬ 
bination of these widely diverse and highly contrasted 
elements is new and constitutes the originality’ and 
characteristics of Jazz. 
“The music of all free peoples has a wide melodic 
sweep. By free I mean those people with strong pioneer 
elements—people who live- alone in isolated stations. 
This accounts for the great melodic fecundity of the 
Nordic race. Folk who live in congested districts can¬ 
not be expected to write melodies with wide melodic 
range. Their melodies are restricted by the group. 
The group can sing just so high or so low. It has 
a narrow range. The compass is short. On the other 
hand, the Scandinavian, the Englishman, the Scotch¬ 
man, the Irishman, whether he be in his, native land, an 
American cowboy or an Australian boundary rider, is 
often wholly solitary in his music-making; and his 
melodies have, therefore, wider range of melodic line, 
as, for instance, in such a tune as Sally in Our Alley 
or the Norwegian Varmlandsvisa. 
"This strong Anglo-Saxon element preserved in 
America was musically mixed with the equally virile 
rhythmic tendencies of the Negro. The Negro is not 
natively melodic, in the bigger sense. His melodies are 
largely the evolution of tunes he has absorbed from his 
white surroundings. His musical instinct is rhythmic 
first of all. (Note the Negro folksongs collected in 
Africa by Natalie Curtis.) To this came, doubtless, 
via San Francisco, about ten years ago, certain Asiatic 
influences which in turn were to make some of the other 
elements of Jazz. Oriental music is allegedly “in exact 
unison.” A great many people play the same melody at 
the same time, or at least they endeavor to do so. The 
fact is that they rarely play quite in tune with each 
other and a very strange effect is achieved. Somehow 
this got into Jazz as an occasional discordant feature, 
PERCY GRAINGER 
but one which gives it unlimited individuality. Beethoven, 
in the Scherzo to his ‘Pastoral,’ has satirically suggested 
a peasant group in Europe doing the same thing. In¬ 
deed, it is a characteristic of many aboriginal groups. 
The Maoris, of New Zealand, when singing in alleged 
unison, often reveal that certain individuals are a quarter 
of a tone sharp or a quarter of a tone flat. The effect, 
especially in the distance, is far from disagreeable. There 
is always a kind of fuzz around the note. One hears 
this done deliberately in Jazz orchestras in America— 
of course in a more sophisticated way. 
. “If Jazz had done nothing more than to break down 
certain old orchestral jail wails, it would be justified. 
It is in the instrumentation of the modern Jazz orchestra 
that the musician is principally interested. This is 
momentous in every way. To me it represents an ad¬ 
vance in instrumentation only to be compared in extent 
with that which occurred in another line between the 
instrumentation of Beethoven and the instrumentation 
of Wagner. It has opened up glorious instrumental 
possibilities. 
“It is amazing to me that the Saxophone, the supreme 
achievement of the great instrument maker, Adolphe 
Sax (the inventor of the bass clarinet and the per'fector 
of the brass instruments which made many of the 
most beautiful passages of Wagner possible), should 
have to wait until this day and time to come into its 
own through the popular music of America. The same 
genius which Sax displayed with regard to wind in¬ 
struments, America has displayed with regard to per¬ 
cussion instruments, such as the Deagan Xylophones and 
Marimbas, which I have prescribed for the score of 
my symphonic poem ‘The Warriors.’ This American 
genius, taking the instruments from Africa, Asia and 
South America, has given them reliable pitch so that 
they may be legitimately employed, both in vaudeville 
and with great orchestras, in extremely beautiful effects. 
Most of the ancestors of these new American instru¬ 
ments may be traced in great collections, such as the 
Ethnographical Museum of Leyden, Holland, or the 
Crosby Brown collection at the Metropolitan Museum 
of Art in New York. 
“The Jazz orchestra has shown us how the percussion 
instruments add clarity to the orchestral mass. The 
instruments of the conventional symphony orchestra have 
something of a spongy character and lack the sharp, 
decisive qualities of the bells, xylophones and marimbas 
which have a clarity and sharpness, yet when well played 
seem to float on the mass of orchestral tone color like 
oil on water. The Russians have seen the possibilities 
of bells in their orchestral music. Bells and the per¬ 
cussion instruments I have mentioned cut through the 
tone mass but dp not interfere with it. They seem to 
be in a different dimension of sound. 
“Another great achievement of Jazz is the introduc¬ 
tion of vibrato in the wind instruments. All wind in¬ 
struments should be played with vibrato; at least as much 
as the strings. 
Jazz Makes No Impression on Classical Music 
“Apart from its influence upon orchestration, Jazz will 
not form any basis for classical music of the future, to 
my mind. The tendency will be to turn to something 
simpler. We are now musically located in an epoch 
which is not dissimilar from that which confronted the 
world at the time of Johann Sebastian Bach. That is, 
a vast horde of musical influences of great complexity 
seem to be coming together. Jazz is one of the mani¬ 
festations of this. But Jazz is not likely to prove very 
fructifying to classical music. On the other hand, it 
has borrowed (or shall we say “purloined”?) liberally 
from the classical. The public likes Jazz because of 
the shortness of its forms and its slender mental demands 
upon the hearer. No music is ever really popular which 
is- too long or too complicated. On the other hand, 
length and the ability to handle complicated music are 
invariable characteristics of really great genius. We 
realize this if we compare the music of Bach, Beethoven, 
Wagner, Delius and Tchaikowsky with the music of such 
fine but smaller musical talents as Scarlatti, Jensen, Roger 
Quilter, Reynaldo Hahn and others. Therefore, the laws 
which govern Jazz and other popular music can never gov¬ 
ern music of the greatest depth or the greatest importance. 
I do not wish to belittle Jazz or other popular music. The 
world must have popular music. We should rejoice that 
the ragtime of ten years ago has reformed into the Jazz 
of to-day, but there will always exist between the best 
popular music and classical music that same distinction 
that there is between a perfect farmhouse and a perfect 
cathedral. The more we examine Jazz we see that 
its entire effect is aimed at short, sharp contrasts. There 
is, of course* a vast chasm between this and the Bach 
‘Passion Music,’ the Wagner ‘Music Dramas’ or the 
Delius ‘Nature Poems.’ In the education of the child. 
Jazz ought to prove an excellent ingredient. But he 
also needs to drink the pure water of the classical and 
romantic springs. He will get plenty of Jazz in Amer¬ 
ica. He cannot escape it in this day in any part of the 
civilized world. Last summer in Germany I noted that 
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Jazz had made a really noticeable impression upon the 
scores of the works of many modern composers I heard. 
The influence was superficial, but it was there, neverthe¬ 
less, and it is steadily growing. 
“My chief impression of the best Jazz is that it is 
near-perfect and delightful popular music and dance 
music. It is that and nothing more—and what more 
should it be?” 
Why Chopin Used a Metronome 
By T. L. Krebs 
In writing about Chopin as a teacher, Carl Mikuli, an 
intimate friend of the master, and one of his most famous 
pupils, said, “In keeping time Chopin was inexorable, and 
it will surprise many to learn that, with him, the metro¬ 
nome did not come off the piano.” Mozart said, “The most 
indispensable, hardest, and principal thing in music is the 
tempo,” and he took pride in the fact that he always kept 
accurate time. Ferdinand Ries, one of the few pupils 
Beethoven ever taught, relates that the great master 
always played in perfect time, and that he insisted on 
strict time in others. Schumann says in his well-known 
Musical House and Life Rules, “Play in time! The play¬ 
ing of some virtuosi is like the staggering of a drunken 
man. Take not such for a model.” Hummel says, “The 
player must strictly observe the time throughout the entire 
piece. The soloist is often himself at fault if he is badly 
accompanied even by a good orchestra.” Chopin himself 
writes, “The left hand should be like the leader of an 
orchestra; not for one moment ought it to be uncertain 
and hesitating.” Surely such men, of the highest musical 
authority, must be taken seriously. 
No real musician will interpret the expression “playing 
in time” as advocating an imitation of the absolute, 
unwavering rigidity of a pianola performance, nor the 
brainless thumping of any other similar reproducing 
machine. Neither will he favor an habitual adherence to 
the beating of the metronome. At the same time the truth 
remains that a teacher who is unable to play in exact 
accord with the metronome is not competent to teach 
others to play in time; for, unless a player or singer 
thoroughly understands the rhythm of a composition and 
can measure with absolute accuracy the relative length of 
each note and rest, no matter how long or short it is, he 
or she cannot possibly perform a composition correctly. It 
is only when a performer is absolute master of time and 
rhythm, that he or she can take intelligent, artistic liber¬ 
ties with the printed notes and rests—liberties which 
instantly differentiate the intellectually controlled per¬ 
formance of the human player from any device of the 
pianola type. 
In order to become more and more firm in properly ob¬ 
serving the rhythm of a composition and in measuring 
correctly the volume of the individual notes and rests (a 
matter quite different from the regularly recurring musi¬ 
cal pulsations), the greatest care on the part of both 
teacher and pupil is demanded. It is not sufficient that the 
teacher sits by and drones, “one—two—three—four,” or 
whatever the measure beat may be. It is imperative that 
this counting be exact, distinct, incisive, and that the 
pupil should count and play exactly in unison with the 
teacher’s counting. This does not mean that a player 
should always count aloud, but that he should always 
count. Furthermore, even the greatest players count the 
time of the composition they are performing, though, 
perhaps, not always conscious of the fact that they are do¬ 
ing so. One of the most distressing things to a musician 
is to be obliged to listen to somebody wandering and mean¬ 
dering through some spineless performance devoid of 
vitality and meaning, because of inaccuracies caused by 
defective rhythm. Hans Von Biilow, one of the greatest 
musicians and pianists who ever lived, said, “Rhythm 
wrong, everything wrong.” 
Sharps and Flats for Little Ones 
By Mrs. Frank Barnes 
We all know how difficult it is to impress upon small 
children the fact that so many of the notes read are not 
to be played just as they look, to them, because of the 
sharps or flats in the signature. I have a little method 
that has proven so successful that I would like to pass it 
on. For example, with the key of F Major, I explain 
to the pupil that in this scale or piece we have one key 
(B) who is quite above his fellows in importance, as he 
employs a servant (the flat) to do his work for him. I 
have found this a great help. The pupil likes to enlarge 
upon the idea that we are dealing with an aristocrat who 
always has an assistant. 
Sight-Reading Without a Teacher 
By T. S. Lovette 
If you were walking along a pathway and an obstruc¬ 
tion confronted you and you were not looking ahead, 
what do you think would happen? Even if you were 
looking ahead, and were not thinking ahead, would 
not the result be the same? But suppose you did bofh, 
and did not pre-act, you would still at least stumble. 
It is possible to look ahead blankly. 
It is possible to think of the obstruction and not pre¬ 
pare mentally for the act of stepping over it. 
In reading music, the process is identically the same. 
First, you must look ahead, if only a few notes. ^ 
Second, you must learn to recognize the notes quickly. 
Third, you must mentally prepare and must pre-act 
on the hands or vocal chords, as the case may be. 
Get someone, if you possibly can, to help you by 
using a visiting card, or anything else that will serve 
the same purpose, to cover the notes as you read them, 
passing the card over the notes as slowly as is neces¬ 
sary to permit you to read steadily, yet compelling you 
to look ahead, to think ahead, and to mentally pre-act. 
The proper terms for the entire process would be recog¬ 
nition, precognition, pre-action and action. 
If no friend is present to assist you, try to compel 
yourself to apply the same system, always looking ahead. 
Start at a very slow tempo; for there is better mental 
development when the mind acts at regular periods than 
if allowed to stop when any little difficulty presents 
itself, and to travel rapidly when the reading is easy. 
The line of least resistance means no development, where¬ 
as the system suggested means success. 
Naturally, the better you know your notes and the 
quicker your recognition of keys, scales and chords, the 
quicker will be the development; for then you will be 
enabled to grasp a number of notes at a glance. 
Persistent and accurate practice in accordance with the 
foregoing instructions cannot fail to bring success. 
Will You Pay the Price ? 
By Roy Lee Harmon 
Anything worth having is worth a price. 
We must pay an admission before we are allowed to 
enjoy an entertainment. The music student of to-day, 
who expects some day to enjoy the fruits of success, 
must pay the price. With the student this cannot be 
done in the twinkling of an eye. It is a protracted proc¬ 
ess. Weeks, months, years, of drudgery and self-denial 
must be given, for money is not the only sacrifice which 
must be laid upon the altar of self-development. 
The modern youngster cannot live the wild, jazz-mad 
life and at the same time be a successful student. There 
must be long periods of practice, seasons of pleasant 
relaxation, and regular hours of sleep. 
The really great musician is a poet at heart as well. 
He is a sensitive creature, alive to the beauties, the 
joys and sorrows which surround him. The virtuoso 
of to-morrow is not the “lounge lizard” or “candy ankle” 
of to-day. He whose social engagements claim much 
time will lack the hours for study. A true musical edu¬ 
cation cannot be acquired in a short time. Like a tiny and 
delicate plant it must be cultivated and nurtured carefully. 
Perhaps there are some who will say, “Oh, well, if I’ve 
got to give up a lot of other things in order to succeed 
in music, I’ll let the music drop.” With that as their 
attitude, the sooner they drop it the better; because 
if love of the art was a part of their being they would 
allow nothing to interfere. 
It is a saying, though trite, that “You cannot eat your 
cake and have it, too,” and this is but all too true. Any¬ 
thing great, anything at all worth possessing, is worth 
a sacrifice and usually demands it. 
A genius is often considered “queer,” or different; and 
he is. Why? Because he walks the heights; because 
he has sacrificed the foibles of the multitudes for the 
soul-satisfying things; and he is living a life just a little 
fuller than -the person who is nurtured by the so-called 
pleasures. 
The price for a musical education must be paid; but 
dividends will gladden the heart of yourself as well as 
others. 
“The idea peculiar to music, the idea which music 
gives and which the other arts would be incapable of 
giving, is that of immaterial existence. . . . It pre¬ 
sents, in short, the condition of being a being without 
being an object.”—Julien Benda. 
TEE ETUDE 
Teach Cooperation by the Use of 
Two Pianos 
By A. Lane Allan 
Have you thought of the use of two pianos as a good 
preparation in cooperative work.' 
A successful teacher has tried the following method 
of bringing about a sense of preparation m working with 
others As a training in alertness it is unexcelled. Such 
a method paves the way for successful work as an 
accompanist, by keeping the pupil ready for the next 
note or phrase. He knows that if lie does not "keep 
up with the procession” it means "begin again.” 
At the beginning of the musical year two pianos are 
placed in the music room in such a way that those 
playing do not face each other. The reason for this 
is that there is always someone who begins to play 
when he sees someone else begin. In this way he is 
made dependent upon himself for the knowledge of the 
proper moment to play a certain phrase or movement. 
He unconsciously acquires the “feel” of the proper time 
to do things. This, of course, is valuable later when 
he has no one on whom to depend when he is undecided, 
whether in his musical career or in other phases of 
his life. The music chosen is always well within the 
ability of all four of the pupils taking part, and is sight 
reading, something with which they are not familiar. 
The spirit of competition enters here and lends zest 
to the performance. 
Half an hour per week of this kind of work will 
prove helpful. Though no charge is made, it wili 
prove a good investment. 
Carrots for a Donkey 
By Sibyl Croly Hanchett 
If you are a fair amateur pianist, who, for reasons 
of finance, occupation or situation, cannot study with < 
good teacher, remember the donkey and the carrot. 
A certain lazy little donkey would not travel withoul 
the lure of. a carrot held before his nose. His mastei 
solved the problem by an ingenious contrivance attachec 
to his cart, which held the carrot six inches out of th< 
animal’s reach, no matter how fast he went, llistorj 
fails to state, but we may hope that industry was re¬ 
warded with a juicy mouthful at the journey’s end. 
Pianists, as other people, are a combination of mastei 
and donkey. The driving is to be done by whip or carrot 
A carrot is offered. 
Here is one of the ways in which the pupil mav keep s 
carrot enticingly in view. Play the D-flat scale, botl 
hands, three octaves, with firm touch, smooth rhvthtn 
no accent, watching the curve of each finger. In the 
same manner play the B-flat minor scale. Then D major 
B minor, E-flat major, C minor and so on, progressing 
chromatically up the octave-each major key follower 
by its relative minor—without a stumble, false accent 
wrong note or mistake in fingering. 
Easy? Good. Do the same in sixths—fourths—fifth: 
with your eyes shut-accenting every fifth note. Keel 
nractir dlfficukles ""‘l! you meet >our challenge: thei practice according to the following plan: 
ratw?-’ i6r, argl,mcnt’ that you are one of the manj 
f!\S0l0,sts who wouW have trouble in perform 
ateve sS ^qu,rem,ent- °',scrving ‘he directions give, 
above, start your scales at D-flat major. All goes wel 
until you reach, say, C-sharp minor. Then you get t< 
havfalwa5 ?,nC 0 those Personal fiends that yoi 
C sharn m‘ aVOlded’ and you make a mistake. Practici 
JT arp' m,nor until you have played it nerfertlv fiv< 
Sd^dXf'r * “"J reqUire 311 P-ctia 
ThenIsmrt agaba0; Dfla^'p D,° *’ if * takes a "eek 
climb safelv tn C ^er^aPs this time you wil 
on*easf^majS^r; th^ T to ** 
and pay your oenaltv c ! the acc,dent occurs, sto| 
b.i.ALSnT.tl'raT''’'”''ta “““““ 
whole iwentyffoor’scale, £erfTh ”• 1>l“>''ne 1,11 
But the success, when it does lrri e "0"131'0 slicc,ess,on 
and juicy carrot. Munch it in r^J VF* whol«om' 
more: sixths, for instance There are plent; 
ticularly loathe them. ' arpegglos, if y°u par 
proved as much your ,technic has im 
teacher; your power of ’, been ^ided by a goo. 
enormously; and the fact ***, developc' 
customed to racinn- ‘ you have become ac 
nervous tension has greatly lessened’65 ™der 3 sIigb 
to stage-fright. lessened your susceptibilit; 
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Where is Jazz Leading America? 
Part II of a Symposium Which Has 
The attention of the reader is called to the last issue of “The Etude,” 
which was devoted in part to the “Jazz Problem.” In that issue there 
were noteworthy contributions from George Ade, Mrs. H. H. A. Beach, 
Felix Borowski, Charles Wakefield Cadman, John Alden Carpen¬ 
ter, Dr. Frank Damroscli, Franz Drdla, Arthur Foote, H. F. Gil¬ 
bert, John Luther Long, Vincent Lopez, Will Earhart, Lt. Com. 
Already Attracted National Attention 
John Philip Sousa, U. S. N. R. F., Paul Whiteman, Isham Jones, 
Henry T. Finck, and others. These, together with the following, make 
the most comprehensive investigation of the subject ever accomplished. 
“The Etude” does not endorse jazz, by discussing it. We merely en¬ 
deavor to keep our readers constantly informed upon present day musical 
topics. Mr. Clay Smith reveals the sinister origin of jazz. 
WALTER R. SPALDING 
Professor of Music, Harvard University 
In reply to your request that I send you a few words 
concerning the burning jazz question of the hour,. it 
seems to me in this, as in so many other human affairs, 
that it is a matter of proportion. 
Everyone, I think, feels the excitement and refresh¬ 
ment which has been brought into music by means of 
the new and stimulating rhythms connected with jazz 
and ragtime. Some of us only take umbrage when we 
hear the extreme devotees of Jazz say that is it the 
greatest modern contribution to music and is destined 
to supersede all other music. As a matter of fact, Jazz 
is a development of the rhythmical side of music, which 
is the most vital factor in music, but which in many 
ways may be considered somewhat of a negative virtue. 
It is taken for granted that a normal, healthy man will 
have a good heart beat; and it is taken for granted that 
good music will have rhythmic vitality and variety. 
But good music must surely have many other qualities, 
such as melodic outline, deep emotional appeal, sublimity 
and ideality; and if the best that we can say of Jazz 
is that it is exciting, it seems to me that many of the 
highest attributes of music are left out. In this, how¬ 
ever, as in many other aspects of music, the good 
features will gradually be incorporated into the conven¬ 
tional idiom, and extreme mannerisms will be elimi¬ 
nated; for, whatever music is or is not, it is a free 
experimental art and has always been developed by 
composers trying all sorts of new possibilities in the 
way of rhythmic melody and harmonic effect, the possi¬ 
bilities along these lines being boundless. 
BOOTH TARKINGTON 
Famous Novelist and Playwright 
I wish I knew enough about jazz to answer your 
questions with any symptoms of intelligence. I fear, 
however, that I cannot. I can give you my vague im¬ 
pressions only. I should not think jazz music the outcome 
of the spirit of unrest of these times. I should not 
think it the cause of much unrest, either. It might be 
considered an accompanying phenomenon, perhaps. 
I do not think jazz is leading America anywhere. 
I do not find myself condemning jazz; that is, not all 
jazz. I‘have heard jazz that was mere squeak and boom 
and holler and bang; and I have also heard jazz that 
seemed, perhaps, rather sensuous, but it was at least 
sensuously intelligible. I do not see it as the voice of 
new America, however. It seems to me to be purely 
incidental. 
DR. STEPHEN WISE 
Rabbi of the Free Synagogue, New York, N. Y. 
“I am not sure jazz is leading America. I think that 
jazz is one of the inevitable expressions of what might 
be called the jazzy morale or mood of America. If 
America did not think jazz, feel jazz and dream jazz, 
jazz would not have taken a dominant place in the music 
of America. 
“I quite agree with you respecting the very great 
importance of such music as is music, the great music. 
The substitution of jazz for Beethoven, Bach, Wagner and 
Handel is no sadder than the substitution of Phillips 
Oppenheim or Rex Beach for the novels of my youth, 
George Eliot and Thackeray. Mencken is a sort of 
literary jazz, though perhaps a little less light-footed than 
jazz helps folk to be. I would not prohibit jazz or dis¬ 
credit it. The fear of which jazz is an inharmonious 
symptom is far too deep-seated for censorship or inhibi¬ 
tions or prohibitions. When America regains its soul, 
jazz will go, not before—that is to say, it will be relegated 
to the dark and scarlet haunts whence it came and whither 
unwept it will return, after America’s soul is reborn.” 
DR. LEOPOLD STOKOWSKI 
Distinguished Orchestral Conductor 
The following is reported from an address by Dr. 
Stokowski, before the Forum in Philadelphia: 
“‘Jazz’ has come to stay. It is an expression of the 
times, of the breathless, energetic, super-active times in 
which we are living, and it is useless to fight against it. 
“Already its vigor, its new vitality, is beginning to 
manifest itself. 
“The Negro musicians of America are playing a great 
part in this change. They have an open mind, and unbiased 
outlook. They are not hampered by traditions or conven¬ 
tions, and with their new ideas, their constant experiments, 
they are causing new blood to flow in the veins of music. 
In America, I think, there lies perhaps the greatest hope 
in the whole musical world. 
“In France today there are many clever musicians, most 
Outstanding of whom are Debussy and Ravel. In Eng¬ 
land a school is growing steadily, and shortly it will burst 
into bloom like a flower. But though there is much talent, 
the world is still in the throes of a big unrest, for which it 
is striving to find expression. There is no great spirit, no 
great genius, such as Wagner, dominating the world of 
music at the present time. 
“With the very complex music of today, an interpreter 
is a very important factor. The composer creates a work. 
The interpreter re-creates it and breathes life into it and 
makes it a living pulsating, vibrating thing. He it is who 
must co-relate the instruments, the different kinds of 
phrasing and the various types of technic and make plain 
to the public that which, unaided, it could not under¬ 
stand or appreciate. . 
“Art is going to develop in the future, speedily and in 
multiple forms. There will be no prohibition going on in 
music. There is going to be greater and greater variety, 
because it is going to reach more and more persons. 
Music is going to enter more and more into our lives and 
become a part of our philosophy.” 
ROBERT M. STULTS 
Composer of “The Sweetest Story Ever Told” one of 
■ the most successful songs ever written—REPUTED 
to have sold over 3,000,000 copies during 
THE LAST THREE DECADES 
I HAVE expressed myself so frequently on this subject, 
in casual conversation, and in such a vehement manner, 
that it will be rather difficult for me to put my opinion 
in public print, and leave out certain expletives. It is 
hard to talk about this “mongrel” music and keep calm. 
For years past I have watched the gradual deteriora¬ 
tion of the so-called popular music of the day. In the 
modern dances this is particularly noticeable. I don’t 
object to the dances as such, for I have always enjoyed 
dancing; but the infernal racket that usually accompanies 
them, and the monkey shines of some of the performers, 
are enough to give even a musician of my type a chronic 
case of “jim-jams.” 
One cannot help comparing the dance music of thirty 
venrs ago with the travesties of the present day. Think 
of the8 stately old lancers and quadrilles, the dreamy 
waltzes of Waldteufel and the inspiring Strauss numbers ! 
And then contemplate the "rot" that we are obliged to 
“hop around to" today. Recall, if you are old enough, 
the well-balanced dance orchestras of the old days- and 
then listen to the combination of fiddles. banjos. saxophoTies 
scrub-brushes and tom-toms that are now in \ogue. Shades 
of Terpsichore! happy are ye that your ears cannot hear 
the pandemonium that now reigns ! 
This jazz epidemic has also had its degenerating 
effect on the popular songs of the day. In fact, nearly 
every piece of dance music we now hear is a re-hash 
of these often vulgar songs. But I am optimistic! There 
is every indication that the ballad of the past, with its 
strong heart appeal, is again coming into favor. This 
is strongly indicated by the number of love songs that 
have recently sprung into popularity. I may be pardoned 
if I mention “The Sweetest Story Ever Told,” a song 
written thirty-two years ago, and which during the past 
two years has seemingly taken on a new lease of life; 
the sales now approaching the 3,000,000 mark. Another 
happy sign is the fact that publishers are demanding 
more and more songs of a higher and more refined 
sentiment; and publishers are not given to printing music 
that the people do not want. “Jazz” has created a 
“malarious” atmosphere in the musical world. It is 
abnormal. The air needs clarifying 1 
CLAY SMITH 
Well-Known Chautauqua Performer and Composer 
of Many Successful Songs 
If the truth were known about the origin of the word 
“Jazz” it would never be mentioned in polite society. I 
have seen many quotations from active-minded musicians 
who have guessed at the origin of the term but they are 
far from the facts. Thousands of men know the truth 
about the ancestry of “Jazz,” and why it has been with¬ 
held is hard to tell. 
When I was a boy in school, some thirty-five years ago, 
I played the trombone and it did not take long in those 
days for me to get the reputation of being a prodigy. At 
fifteen and sixteen I had already made tours of western 
towns including the big mining centres when the West 
was really wild and woolly. Those were hard rough set¬ 
tlements and many of the men were as tough as mankind 
ever becomes. Like all adolescent boys let loose on the 
world I naturally received information that was none too 
good for me and was piloted by ignorant men to dance 
resorts which were open to the entire town. These dance 
resorts were known as “Honky-Tonks”—a name, which 
in itself suggests some of the rhythms of Jazz. The vul¬ 
gar word “Jazz” was in general currency in those dance 
halls thirty years or more ago. Therefore Jazz to me 
does not seem to be of American negro origin as many 
suppose. 
The primitive music that went with the “Jazz” of those 
mining-town dance halls is unquestionably the lineal an¬ 
cestry of much of the Jazz music of to-day. The highly 
vulgar dances that accompany some of the modern Jazz 
are sometimes far too suggestive of the ugly origin of the 
word. 
I know that this will prove shocking to some people 
but why not tell the truth. “The Truth is mighty and will 
prevail.” “Jazz” was born and christened in the low dance 
halls of our far west of three decades ago. Present day 
“Jazz” has gone through many reformations and absorbed 
many racial colors from our own South, from Africa, 
the Near East and the Far East. But why stigmatize 
what is good in the music by the unmentionably low 
word “Jazz?” 
If I were to get upon the platform and merely repeat 
some of the utterly horrible scenes that were forced upon 
me at those “Jazz” resorts during those boyhood tours, 
any respectable audience would be petrified. Do you won¬ 
der that the very name “Jazz” is anathema to me! 
Having played high-class music with the Smith-Spring- 
Holmes Company, in some three thousand engagements in 
Chautauqua and Lyceum, which have taken me to the re¬ 
motest parts of the country, I have heard so-called 
modern Jazz of all kinds. Who can help it? 
Some of the modem Jazz arrangements are strikingly 
original and refreshing, with an instrumentation that is 
often very novel and charming. Music of this kind is far 
too good and far too clever to slander with the name 
“Jazz.” It is very American in its snap, speed, smartness 
and cosmopolitan character. Why not call it “Ragtonia” 
or “Calithumpia” or anything on earth to get away from 
the term “Jazz.” But, even the best of this entertaining 
and popular music has no place with the great classics or 
even with fine concert numbers, except perhaps in a few 
cases where musicians of the highest standing, such as 
Stravinsky, Carpenter, Cadman, Guion, Grainger, Huerter 
and others with real musical training, have playfully taken 
“Jazz” idioms and made them into modernistic pieces of 
the super-jazz type. 
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FRED STONE 
Famous Comedian-Dancer 
President of National Vaudeville Artists 
, The following is part of an interview printed in the 
New York Times. Mr. Stone traces the origin of Jazz 
to a ragtime piece known as The Pasmala. 
“I can’t remember where I first heard The Pasmala. 
The name is a corruption of the French, ‘pas a mele,’ 
which means ‘a mixed step.’ That is exactly what it 
was—a step generally done backward, the dancer, with 
his knees bent, dragging one foot back to the, other 
to broken time; a short, unaccented beat before a long 
accented one, the same principle now used in jazz and 
known as syncopation. 
“I first heard ragtime iij New Orleans about 1895. 
It was in a cafe, and there was a little negro at the 
•piano. He would play one of the standard songs of 
th,e day, such as ‘Mary and John,’ and then he would 
announce: ‘Here’s the new music, the way us plays it,’ 
and he would break into ragtime. I’ll never forget 
the way that negro chased himself up and down the 
keyboard of that piano. He was doing, or trying to 
do, everything that the eccentric jazz orchestra did 
three or four- years ago. 
'.‘Ben Harney, a white man who hart a fine negro shouting 
voice, probably dirt more to popularize ragtime than any 
other person. Ilarney, who was playing in Louisville, 
heard the new music, and he grew so adept at it that he 
eame to New York and a].. in the Weber & Fields 
Music Hall. Of course, ragtime may have started here 
before Ilarney; there'were numbers of wandering musicians 
playing in saloons and cafes in those days; but credit is 
due him because he played in a lirst-class theatre before 
any other ragtime exponent. 
“AJways the dances were done in the new jiggity time, 
and they influenced clog, straight jig, Irish reel. Irish jig, 
soft shoe and the Oeorgo M. Cohan styles of footwork. 
Every one was dancing ragtime, and the motif was to be 
found ill the original buck dancing. The dancers worked 
close to the ground, and few of them would lift a foot 
the height of the knee from the floor unless they were 
doing an aerobatic step—a kinker dance, we called it. 
About this time Bert Jordan, who is now playing in 
Stepping Stones,’ was regarded ns one of the best flat- 
materia'l' fimm so n^s epUHtry. He^ used to develop his 
and he'd sit in his dressing room thumping an old drum 
until he got a succession of sounds that pleased him, and 
then he would work it out with his feet. AVhen he hart 
rue original combination going smoothly, he would do it 
again in doubles—putting in two steps and two sounds 
!U‘ lla.J originally one. Then he would do it all over 
again in triples—three steps and three sounds where he 
making pleasing rhythmic sounds with their feet"5" mUS C’ 
“All this took practice, plenty of it, for a dance had 
to be good. There was no such thing as a pretty good 
dancer, because engagements were limited, and a dancer 
. who could not dance as well as the best was crowded 
out. Work was scarce enough for the best ones, and 
they were constantly traveling about the country. And 
all of this dancing lasted long after ragtime had its 
first big flare-up. What caused it to go out was the 
introduction of foreign stuff, such as splits, adaptations 
of- Russian steps, jumps over the foot and all those 
“Whenever the talk turns to American music and 
American dancing, I always wonder if there is any 
music or dancing more thoroughly American than syn¬ 
copation and what we at first called ragtime. I do not 
pretend to say that this music originally was anything 
but what it was—the creation of illiterates. But it was 
spontaneous, and as thoroughly original, though in 
another mood, as the so-called songs of the South 
which might have been inspired by negro chants. 
"If jazz develops into a form accepted as music, 
there will be interest a century hence as to its origin.’ 
That means if it is generally accepted that The Pasmala 
was the first ragtime song, that Ernest Hogan, an almost 
forgotten minstrel, wi'll be hailed as the founder of the 
new American music.” 
GEOFFREY O’HARA 
Well-Known Community Song Leader, Composer 
Jazz is teaching America new tone colors in orchestral 
instruments. It is interesting the whole nation in rhythm, 
in melody, in keeping time. It is establishing the first 
principles of music in everyone (call it noise—what is 
music but beautified noise; call it rhythm—what is 
music but ordered and beautified rhythm?) 
Jazz has been an entering wedge for millions who had 
not taken the first step in music. Jazz has met them 
half way. Jazz is a mediator and advocate, a great go- 
between, a sort of theatrical announcer, a herald of 
better things, a jester. 
Jazz is knocking at the door of the Temple of Music. 
Old Dame Muse will open the door. Even now I hear 
her shuffling old feet and the creaking of that rusty 
old door of tradition. It will soon open. Jazz will be 
conducted to take its rightful seat in the Hall of Fame 
where it will be taught etiquette. 
PAUL SPECHT 
Well-Known Conductor of Successful Orchestras 
Where is jazz leading America? I can best answer 
this by making a reply to the jazz critics and old learned 
professors and the like, who continually splurge into 
the press in fits, declaring that “jazz music is like 
whiskey; a powerful stimulant with a Repressing re¬ 
action.” Another critic says, “the tody- throws off the 
poison alcohol, but jazz is lasting,” and so on. 
Well, briefly, if you refer to jazz of. the past, noisy, 
slam-hang style, the critics have a good fair reason 
to shout, but if you or I refer to the present-day jazz 
music, I prefer, to think of it as “rhythmic symphonic 
syncopation,” a particular brand of music fit for the 
ear and fit for the feet; in other words, it sounds as 
pleasing as it feels to the feet of the dance enthusiast; 
something that is elevating instead of degrading. Many 
letters received by me in my recent essay contest on jazz 
confirm this. 
This symphonic syncopation was founded by scholars 
like Bach and Brahms, and so, by adding a good share 
of spicy rhythm we define modern American dance music, 
the greatest of musical educators of the masses our art 
has ever known. Do you realize that this form of 
music is a forceful stepping stone to stimulate interest 
in the study of music; a step of musical development, 
distinctly American, that is teaching the public to better 
appreciate our big symphony orchestras? 
The radio and the phonograph have proven big factors 
in this development. In our smaller towns and cities 
where the small five or six-piece jazz band used to be 
the rage, today they are grouping into ten to fifteen-piece 
dance orchestras, imitating what they hear from the 
top-notch dance orchestras who broadcast over radio 
regularly; or often they take a phonograph record and 
play it over, observing all the musical arrangement, color, 
phrasing and detail that some famous orchestra leader 
has either paid big money for or else he has lain awake 
nights to think of some new novelty or embellishment 
to retain his supremacy amidst a competition that is 
rapidly bringing this unique native development to the 
fore. In other words, this so-called and grossly mis¬ 
understood “American Jazz” has probably equalled the 
American dollar as the American trademark of notoriety 
in Europe, Asia and even Africa. It has rapidly spread 
to the four corners of the world. 
Now, then, if this form of music is like that critic’s 
whiskey, with a lasting effect, then I prefer the stimu¬ 
lant, although I am not a drinker, since I am convinced 
that modern dance music occupies a permanent place 
m the development of America’s progressive spirit and 
it has proven a welcome and effective stimulus, taking 
the place of liquor, banned by prohibition. 
A Jazz “Characterization” 
In a recent article, the widely-read music critic, Mr. 
Gilbert Selden, in Arts and Decoration, has given a 
distinctly clever characterization of Jazz, and from it 
we quote; 
‘Among the lively arts, jazz is at present the most 
promising. It is hard, precise and unsentimental. It is 
not sloppy, it is self-assured, it is never dull. . . The 
jazz of ten years ago was impudent and mocking. 
Whiteman and Lopez preserve the lightness of spirit^ 
transferring the jokes to the musical instruments and to 
the transformations in tempo which they make. 
“The orchestra as now constituted exploits the banjo 
and saxophone, which, it is surprising to learn, were 
absent from the original jazz bands. In reality the char, 
acteristic of the modern jazz band is its deficiency in 
strings, made up by the diversity in wood-wind, exuber¬ 
ance of brass, and the utilization of the saxophone family 
which has the ambiguous quality of wind and brass, of 
reedbell. That constitution is suitable enough for danc¬ 
ing : If the jazz orchestra ever becomes a concert body 
the strings will have to be enlarged. ' ’ 
Jazz is roaring and stamping and vulgar you mav say • 
hut you can not say that it is pale and polite and dying.’ 
.... The strength, the touch upon common things, the 
hold upon common emotions, the almost rapturous free¬ 
dom, the carelessness, the lack of dignity, the very vul¬ 
garity, if you insist, of jazz are treasures beyond price 
in a world which is busy with business and a society 
corrupted by false ideas of politeness and gentility in 
the arts. Jazz at least is mastering its machine instead 
of . allowing itself to be enslaved. It will not sacrifice 
music and it will possibly create music.” 
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Would Mozart Write Fox-Trots 
If He Lived To-day? 
The following-from Mr. George Vail, of the well- 
known Meyer Davis Orchestra Organization, intimates 
that jazz is the folk music of America. At tin- same 
time Mr Davis is widely advertising that he will giveSH 
prize of $100 for a name for our distinctive Ame rican 
dance music that will not carry the stigma of jazz. Eg 
All great national schools of music have been built on 
the songs and dances of the common people. Such folk- 
music, while a very humble form of art, is the indis¬ 
pensable raw material from which masterpieces are 
fashioned. Great composers have universally recognized 
this indebtedness and the greatest among them have not 
considered it beneath their dignity to compose songs and 
dances in the popular style of their day. It has remained 
for American'purists to profess unbounded contempt for 
contemporary dance music, familiarly known as “jazz,” . 
and in the same breath to deplore the absence of a dis¬ 
tinctively national school of composition. 
Most of the crudities of “jazz,” are due to an utter lack 
of interest, on the part of our austere academicians, in an 
idiom which, whatever its cultural shortcomings, is \meri- 
can through and through. Mozart. Haydn and Chopin, 
were they alive today, would write fox-trots as naturally 
and inevitably as they once composed gavottes, minuets 
and mazurkas. The perfection of these now class i, dance 
forms, which in their unpolished state were the "i •/" of 
their day, may be attributed largely to the ennobling in¬ 
fluence of such masters. We have it in our power to 
achieve similar results to-day; but nothing can Ik- ,im>m- 
plished until we drop our present attitude of supci i rity 
and take an intelligent interest in our own popular music. 
The average level of the latter could be lifted con¬ 
siderably if it were possible to disseminate more w idely! 
a knowledge of the elementary principles of musical 
form. One has only to listen to the great majority of 
popular dance melodies to become convinced that few of 
the composers in this field possess technical skill sufficient 
for the proper construction of sixteen-bar choruses. 
Since most of them are capable instrumentalists their 
musical illiteracy must be laid at the door of the leach¬ 
ing profession. Five minutes of every lesson period 
devoted to a simple analysis of the compositions studied 
would speedily remedy this appalling situation and the 
gain to music would be enormous. 
Give Muscles a Thought 
By Rena I. Carver 
The director of a gymnasium gave a little advice 
to a new class, which has been adapted for music pupils: 
.Y,nrot t0 overdo. Do not take heavy exercis, - or 
weightlifting every day. Do them every other ,1av and 
on intervening days practice something entirely different, 
light ^ W°rdS’ Pky fast-velocit-v studies and something 
Be sure to warm up and become thoroughlv supple 
before heavy exercises, for it is dangerous suddenly to 
exert a cold and stiff muscle. 
'Ir rr rch whiie pricing, ^ a glass 
or two of water (not too cold) at any time That 
^relteyoTtera ^ m°iStUre ** * *■" lost. 
the'mental“cn,ic PiaC!-CC hands separately because 
" r ?'C“',e”rd,es. B'« learning a 
tend to a cramped “mncCc t ,,,tltude of action and 
In testing youSelf do nrS°Td C°nditi°"' 
trial. Set the metronome at air" *** 31 the firSt 
speed to make sure that °ne'quarter of >'°ur 
warm the muscles Rest a Pf °”S are correct and to 
one-half your spek Rest t,1Cn try about 
of your limit. Next, do Jour teTon^h th.ree-quarters 
aiming at. y Dest on the feat you are 
Never hold your breath in anv pWm' t 
a few seconds. Take four or fi? f°r more than 
between movements-while the muJdes aTe^stfi* 
Next ™nth THE ETUDE presents the first of a notable new series nf , 
upon Piano Playing, by the famous Russian Virtuoso, Mark Hambowg0”0™ °r”Cl 
Instrumental Music in Public Schools 
By GLENN H. WOODS, A. A. G. 0. 
Director of Music, Oakland, California 
About a Revolution in Certain Phases of Musical Education 
Few are the cities that have not responded to the popu¬ 
lar demand for instrumental music in the schools. The 
evolution has been natural, steady and secure, developed 
by the increasing interest in instrumental music through 
Symphony Orchestras and Concert Bands. Every city of 
any commercial importance has at least one Symphony 
'Orchestra listed among its advertised achievements. 
Instrumental music is of itself its best salesman. It 
has a variety of tone color in the four choirs of sound 
that appeals to the auditory senses. Its harmony is tripli¬ 
cated in three different sections of the orchestra and 
reenforced by the fourth; it has height and depth, force 
and delicacy, tragedy and tenderness, so that no sentiment 
within the gamut of human emotions is left untouched 
by the tone color and technic of pure sound that emanates 
from an orchestra. Small wonder, then, that instrumental 
music has finally penetrated the confines of the elementary 
as well as the high school. 
The boys and girls of today are the men and women 
of tomorrow; and as taste, culture and refinement become 
needs of the daily life in mature years,, the appeal to 
these tastes cannot be applied too soon. Music apprecia¬ 
tion has acquired considerable vogue in recent years; and 
those who can perform and participate in musical pro¬ 
duction are the more apt to have a highly cultivated 
degree of appreciation. American boys and girls ha\e 
just as much innate musical instinct as the boys and girls 
of any other nation. We of America, however, have 
been concerned too largely with the elements that provide 
for “making a living.” Having succeeded admirably in 
this undertaking, the time is now propitious to add to our 
accomplishment the elements that presage the tastes we 
evidence in the life we live. 
Music for Everybody 
Music is by no means a subject which only the elect 
can acquire. The average boy and girl shows marked 
ability in all phases of musical technic, when that in¬ 
struction is available and they are exposed to its myster¬ 
ies (?). Their voices are quite above the average and 
respond quickly and permanently to vocal training; piano 
and instrumental technic offer few obstacles that they 
cannot master; harmony is not a closed book nor an un¬ 
welcome study; they grasp its principles quickly and 
need only to be well taught to be able to acquire its use. 
Orchestration and arranging hold no terrors for high 
School students. Orchestral tone and instrumentation are 
already almost a daily association, and tins acquaintance 
makes easy the approach to the goal of thinking pitch 
in different qualities and quantities. So music in any of 
its diversified phases can be assimilated by the American 
boys and girls if instruction is available. 
Educators have been slow to recognize the educational 
value of the subject; for few of them have ever had any 
appreciable training or Experience in the subject. 
Music has acquired some recognition in the educational 
program; but it has not yet received the endorsement 
that guarantees the momentum of success it' can develop 
if the endorsement were more of a conviction in its po¬ 
tentialities rather than resignation in behalf of an ex¬ 
periment. President Eliot (Emeritus) of Harvard stated 
that: “Music, rightly taught, is the best mind-trainer in 
the group.” The educational leaders heard but did not 
heed; for experience in the subject aroused no reciprocal 
conviction as to the merit of the statement. Music has 
had to ferret out its own course in the schools and adjust 
itself to established procedure dating back many years. 
Despite this handicap it has grown, expanded and 
acquired a permanency that augurs well for its future 
achievement. . „ 
“If the child be more than his information we shall 
not neglect his taste”— (Developing Mental Power— P. 
70—George Malcolm Stratton). Does music develop the 
artistic taste of the child? Is the element of taste in art. 
literature and general culture influenced at all by such 
music as may come within the experience of the child in 
his school years ? . ’ , 
Music for so long a time has been considered a fad by 
GLENN H. WOODS 
the majority of educators that the layman is frequently 
inclined to question its real intrinsic value. To aid the 
layman and others who may still question its value, may 
it be said that music is the most universal of the arts, 
and those who frequently derive the most pleasure from 
' it have little knowledge of the subject and regret it 
exceedingly. 
The child is the man in the making and music should 
be part of his equipment. It will never do him any harm 
and may do him much good. This is a certainty beyond 
a doubt, so let us proceed to the ways and means of 
accomplishment. 
Every child spends a large part of his first eighteen 
years in school. His music and school work must pro¬ 
gress simultaneously or one or the other be neglected if 
not entirely abandoned. If he possesses musical ability 
of a marked degree the school studies are usually sacri¬ 
ficed, with a permanent educational deficit to the child. 
If music be to his dislike he is most certain to face later 
a regret that music instruction was discontinued at a time 
when mind and muscle were retentive and pliant. Very 
few persons acquire facility in any drill subject after 
twenty years of age. The concert artists now before the 
public were masters of technic on their chosen instru¬ 
ments while still in their teens. It is imperative, then, 
that music he part of the instruction received during the 
school years and for that reason it should be part of the 
curriculum of the school. 
All progressive school systems have music in some 
form, but it is more frequently confined to singing. In 
the last decade, however, instrumental music has attracted 
considerable attention and many cities have incorporated 
it in the program. This particular phase of music usually 
appeals to boys; and music for boys is the theme of this 
missive. 
The Teacher 
Taste in art, literature and music can be acquired. The 
average boy of average intelligence, with good teaching, 
can learn to play almost any instrument and produce 
therefrom material sounds that are quite above the 
average. The unusual instruments of the orchestra, such 
as the oboe, bassoon, French horn, string bass, flute and 
clarinet, fall easy prey to the nimble fingers and alert 
minds of the bright-eyed, vigorous American boys, and 
they derive no small pleasure from being able to make 
the “thing do stunts.” If the boy can do it, and he can, 
he should be given the chance to do it. 
The first move in this decision must be made by the 
Superintendent. If he says instrumental music is to be 
taught in the schools, the first hazard is passed and the 
fairway looms clear for a long drive. 
The instructor is the first consideration. Good per¬ 
formers are not always good teachers, and vice versa; 
but a good teacher must know how to perform on or¬ 
chestral instruments, if success is to attend the under¬ 
taking. 
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The violin is, of course, the major instrument to be 
considered; but that does not guarantee that the wood¬ 
wind choir will receive correct attention unless the in¬ 
structor knows something about that section. Then the 
brass should not be neglected and most of all the drum 
section. Let us look at the different instruments in the 
; orchestra and investigate the problem from a practical 
standpoint. ' !*•$>{ ' ■ • 
The string choir has violin, viola, cello and string bass. 
A good violinist can always play viola; so the cello and 
bass are the only two that need consideration. The 
knowledge necessary to carry pupils to a stage of pro¬ 
ficiency on either of these instruments can be acquired by 
any violinist in a few months. 
The-reed or’wood-wind section has clarinet, flute, oboe 
and bassoon and the “moaning saxophone.” Of these the 
clarinet is the more complex, as the fingering of the 
others is quite similar and the single and double reeds are 
the only additional obstacles. So a knowledge of the 
clarinet is decidedly advantageous for the instructor, and 
the rest can be learned by application. 
In the brass choir are cornets, horns, trombones and 
tuba; and the most formidable two are the horns and 
trombone. The technic of each is distinct; yet, with a 
playing knowledge and experience on the cornet, these 
two instruments are possible of attainment. 
The remaining section is the drums; and because of 
their dominance, especially in the hands of a husky boy, 
one- needs information concerning the execution of the 
instrument and not of the player. 
As a summary, you naturally wonder if one man can 
do all of this and do it well, and the answer is yes. Most 
musicians play more than one instrument and some play 
many; while others know the fingering and general tech¬ 
nic of the different instruments well enough to start a 
pupil and continue his instruction until his playing ability 
and interest in music urge him to seek a special teacher. 
Every community has musicians who are so equipped; 
those musicians not so versatile are willing to increase 
their professional efficiency by taking up the study of the 
instruments they do not play. 
For the teacher, then, find the man who can play more 
than one instrument—violin, first; clarinet, second; cornet, 
third; or any substitutes for these except the ukulele. 
Many persons will hold that a teacher so equipped is 
a “jack of all trades;” others will venture that he can¬ 
not teach all instruments with equal facility; but the 
prime factor yet to be considered is the orchestra itself. 
Each member in a professional or symphony orchestra is 
master of the instrument of his choice; but school chil¬ 
dren are not yet masters and they present an entirely 
different problem. For that reason a teacher who has a 
good working knowledge of many different instruments 
of the orchestra will weld and develop a better ensemble 
because of this ability. The composite effect of the or¬ 
chestra as a whole is preeminently the main objective of 
instrumental music in the public schools. 
Equipment 
No other department in the schools dealing with voca¬ 
tional subjects such as manual training, cooking, sewing, 
millinery, or the trades, has as little of the equipment 
furnished by the Board of Education as the music depart¬ 
ment. A library of music, racks, and instruments are the 
only equipment needed; but the need of these is impera¬ 
tive. To any orchestra, anywhere, in any city, will be 
brought violins, comets, clarinets, maybe a flute, cello or 
trombone; but what of those unusual instruments, the 
viola, string bass, oboe, French horn, drums and tympani, 
so necessary to complete the instrumentation? These 
must be supplied by the school department just as they 
supply typewriters, sewing machines, lathes and forges. 
And what of the cost? The money invested in one ma¬ 
chine shop alone would furnish all the unusual instru¬ 
ments needed to complete the instrumentation of ten high 
school orchestras and bands, to buy a large library of 
good music, a grand piano, and still leave enough to start 
a substantial savings account. 
Many are the Principals who will escort you through the 
educational plant and expatiate at great length and with 
much pride upon the new and modern equipment to be 
found in every branch' of trades and arts, except the 
music department. This must be content with pianos of 
dance-hall type and tone; orchestras and bands perform 
with only half the complete instrumentation demanded; 
and the Principal is satisfied “because it is cheap” and the 
music instructor is dissatisfied “because it is incomplete. 
And what of the pupils? Are there boys and girls in the 
schools who could learn to play these unusual instruments? 
How do pupils learn to manipulate a typewriter at one 
hundred words per minute? How do they learn to 
cook pies and cake that rival those that “mother used to 
make?” How do they learn to run a lathe, a planer, a 
(Continued on page 643) 
Quick Ways of Teaching Youngsters 
the Notes 
By Mrs. R. J. Manning 
• As^ajl teachers of experience know, the beginner needs 
more dafe'ful instruction than the advanced student. Oocg 
or bad habits in music are formed early as in everyth'1^ 
else. How often we hear music teachers say, It tney 
knew their notes; I would not mind teaching beginners. 
Now let us make this much' dreaded task easy and 
pleasant for both teacher and pupil. 
Jennie and Jessie come for their first lesson-bright, 
and talented twin-sisters. We seat them sje-by-side at; 
the beautiful grand piano they are so eager to play 0'1- „ 
How simple it is for them to find groups of three 
black keys and “two” black keys alternately! Inside of a 
few minutes, both can delightedly point out these groups. 
Then we locate A (in group three). They find it in¬ 
stantly, and play a game of “finding all the A’s” and see¬ 
ing which can get them first! Such a merry scramble! 
They “skip notes” all over the keyboard, until A, B, C, D, 
E, F and G are often learned in one half-hour lesson, 
which ends with the location of middle C. The little tots 
go away with “something to practicefor they have had 
a game of “skipping notes in which each tries to catch the 
other.” Often they are further equipped with a knowledge 
of “feeding the musical pigs” at this first lesson—going 
home with two music games. “Feeding the pigs” is a first 
lesson in technic. 
This alluring game is played by placing ‘“five fingers 
on five notes” (each hand separately) with fingers beauti¬ 
fully curved, each one resting lightly on the “ball of the 
finger.” Now all of these tiny digits must be tilted 
prettily towards the thumb; when, behold, they turn into 
pigs! 
The ball of each finger is a “little mouth” and the feed¬ 
ing is done by tapping a note three times with each finger 
successively, taking great care with the fourth and fifth 
fingers, which are the “youngest, weakest pigs and need 
help.” This game is persisted in with many children until 
an amazing control of the fingers is acquired before learn¬ 
ing to read sheet music. Then the next “bugaboo” is the 
staff. The pupils are anxious to find that something 
which the “beautiful golden notes lean upon to make 
music.” Heigh ho! here it is 
Find your middle C. Skip one note and then press 
down the second note above middle C (which is E) ; then 
the second above that, and so on; keep holding down every 
other note until you are holding down five. It takes both 
of Jennie’s tiny hands to hold down E, G, B, D, and F on 
the staff. Presto! another game. 
Now whilst Jennie is holding down the treble staff, 
Jessie is told to help her by “playing teacher.” The five 
notes held down are the lines (E, G, B, D, and F). The 
four notes “sticking up” are the spaces (F, A, C and E). 
It takes both lines and spaces to make the staff (in its 
new dress). Then repeat the old formula—1st line E, 2nd 
line G, and so on. One child asks what note is on a certain 
line or a certain space in the staff; the other names the 
note and finds it. Then they exchange positions. Jessie 
holds while Jennie, “teaches.” Soon (often in a second 
lesson) they both know this staff perfectly. 
Have blank staffs with clefs ready. When they know 
the keyboard notes perfectly have them write them on 
the staff (whole notes,‘because easier, to make, are best for 
this), thus preparing .a'solid" foundation for accurate 
reading. During the mastery of the staff in treble, if 
the least weariness is shown, divert their attention by 
playing a “staff tune.” Take each pupil separately and 
regardless of time make her recognize the old tune 
“Days of Absence” by applying a knowledge of lines and 
spaces. As the real teacher calls them rapidly, have the 
child press down the correct note on the piano in staccato 
fashion, thus; 
Teacher. Fourth space 
Pupil. Touching E (at same time) 
T. Fourth space 
P. Touching E (at same time) 
T. Fourth line 
P. Touching D (at same time) 
T. Third space 
P. Touching C (at same time) 
T. Third space 
P. Touching C (at same time) 
T. Fourth line 
P. Touching D (at same time) 
T. Fourth line 
P. Touching D (at same time) 
T. Fourth spar?; 
P. Touching E tat, same time) 
T. Fourth line 
P. Touching D (at same time) 
T. Third space 
TnTTff hfbass Sgin^with the’second G below middle 
The staff m bass Begm trebte staff was 
sticking “P. are ‘’ Jastered it is interesting to see two 
jMSSTS:rstaff, the other holding the 
' -ass’ sS in aVss-fire of “very hard skipping this 
time!’ ' The real tocher tries to catch them, too, with 
rafl^flnes3 fKe°Valued, <Time, Intervals, Triads., 
Signatures', and Scales are made equally simple andj 
valuable' in succeeding lessons or articles. 
Sparks from the Musical Anvil 
Glowing Words of Contemporary Music Workers 
“All art is, in the first instance, derived from Na¬ 
ture.”— R. B. Ince 
“An innate sense of tone-color might be styled the 
saving grace in creative and interpretative musical art. 
—Watson Lyle 
“Fads in technic or monstrosities in composition may 
cause a passing curiosity; but little or nothing of them 
will be preserved for posterity.”— Rudolph Richter 
“The advanced student must, in the end, develop his 
own technic, according to the structure of hi - hand, 
and, I might add, according to his own mentality.”— 
Frederic Lamond 
“It is altogether a fallacy that good music i- meant 
only for the cultivated, and we are all very thankful for 
the view of the broader-minded people of taste who hold 
that the general public only submits to cheap stuff be¬ 
cause it knows little of the other kind.”—John F. Porte 
“Music should become part of the life of the people, 
and should be looked upon in just the same way as the 
provision of parks and pleasure-grounds and other mat¬ 
ters of public health, because it has a great influence on 
human nature, and a great deal to do with life it-. If.”— 
Sir Dan Godfrey 
“Music is one of the oldest modes by which man has 
expressed his emotions and aspirations. It brings pleas¬ 
ure to probably more people than any other otic i > f the 
arts. Whatever contributes to a wider dissemination of 
interest in it is entitled to be regarded as a real public 
service.”—President Coolidce 
The “Game” in Study 
By Lynne Roche 
One day a young man, walking through a small wood, 
became so engrossed in the game of watching the 
furred and feathered folk who scurried over the moss- 
covered ground, flitted from tree to tree or intermittently 
darted among the foliage that hd was drawn to repeat 
the pastime. Soon the habit had grown upon him until 
his visits became almost daily and he had learned to 
sit for hours as still as a stump, just that his woodland 
companions might lose their timidity in approaching him. 
Finally he built a cabin in the forest so that he might 
live much of the time among the lively, lovely little 
woods-folk who had become hi? friends. The stories 
he wrote of these associations made the name of Henry 
lhoreau one of the most familiar and most respected 
among naturalists. 
The musician, young or old, may have many a game 
not so different, in the “study forest'.” So much de¬ 
pends upon the attitude in which the work is approached. 
There is not an ‘animal of the musical woods” that is 
not as interesting as could be if only one gets into the 
game of trying to find just how familiar he can become 
with it. The trill will serve, as one. Get into the sport 
of chasing its history back through the centuries to the 
days when Opera was young, and there will be an on- 
tirely new thrill m its execution 
“bSSLS °ru1, fet imo a same with yourself. Beating the other fellow” has no sensation to be com¬ 
pared with that of a victory over 3 t, 
siiwnm sS/r^x*p,aycd evcry timc 
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New and Practical Helps in Sight Reading 
Why not learn to read difficult music as readily as you read your 
daily paper? Hundreds can do it. Why not you, also? Mr. Pirams 
How often one meets pianists of merit, who find them¬ 
selves at a loss if they are confronted with reading at 
sight even if it may be an easy composition 1 
I have in mind a young pianist who is truly remark¬ 
able for her rendition of a quite exacting repertoire, in¬ 
cluding difficult works of Bach, Beethoven, Liszt and 
others She is possessed of a brilliant technic and also 
her interpretation is very artistic and poetic. But give her 
to read the easiest piece of music and she is like a fish out 
of water. Rhythm, notes, everything is bungled beyond 
recognition. She candidly confesses her inability to read 
at sight. (Confession is an extenuating circumstance, but 
not an excuse!) . . , 
There is here a regrettable deficiency in the musical 
training. A pianist cannot, often times, escape the neces¬ 
sity of playing for four hands, or in chamber music 
ensemble, or to accompany some singer or instrumentalist, 
without having the opportunity to study the music before¬ 
hand even if he does not make a specialty of this branch 
of p’ianistic art. The consciousness of his inability to 
cope with this eventuality must be very humiliating m- 
6To all those who are eager to fill this gap in their musi¬ 
cal education some suggestions are offered which may 
facilitate the task. Several things must be quickly per¬ 
ceived by the sight-reader, viz.: rhythm, notes and the 
signs of expression. In the case of complex music it is 
not easy to grasp at the same time these three important 
elements. 
By the Eminent Pianist, Composer, Teacher 
EUGENIO PIRANI 
article will prove a real help if you will undertake, to try his methods for 
\ 
Faults of Time and Rhythm 
If one plays with somebody else, like in four-hand 
compositions, the rhythm, the time have first place. It’is 
of course bad enough if one strikes wrong notes; but this 
type of errors at least does not totally upset one’s partner, 
The playing can go in spite of mistaken notes. Much 
worse are faults in time or rhythm, which compel the 
partner to stop and to seek a place where the two players 
can get a new start. Everybody who has had the mis¬ 
fortune to play with such an undependable partner knows 
how provoking, how exasperating these continuous inter¬ 
ruptions are. Therefore the rhythm should be the first 
thing to be mastered by the sight-reader. 
I have obtained the best results with my pupils by 
“isolating” the rhythm, that is beating the rhythm alone, 
independently from the notes, on a box or, still better, on 
a tambourine. One does not really need a tambourine to 
begin practicing in this manner. An ordinary wooden 
box and a lead pencil will complete the necessary equip¬ 
ment. I prefer however a tambourine as being more pic¬ 
turesque and because it appeals more to the phantasy of 
the pupil, being a regular “instrument.” 
Use the Metronome 
If another player for the secondo part is not at hand 
one could use also a metronome, set at a moderate rate. 
However the metronome makes matters much easier 
for the pupil, not offering the contrast of different 
rhythms contained in the secondo part. 
If a simple box is used, place the music on a rack be¬ 
fore the pupil seated at a table. Let him tap the rhythm 
through the entire piece with great accuracy making a 
distinction in the matter of weight of the taps for all 
accents, all fortes, all pianos, and other features. 
Let us take for instance the N. 19 of the (excellent) 
Etudes for 4 hands, Op. 97, by Bertini. The beginning 
measures of the Primo are as follows: 
S 3aT Sight nadmi is becoming more and more important. 
A great help in reading at sight will be the ability to 
identify groups of chords. This is one of the reasons why 
a thorough study of scales and arpeggios (see “Mastering 
the Scales and Arpeggios” by Cooke) as well as' an 
understanding of harmony are so advantageous to the 
study of sight reading. 
Quick Eye Work 
After the pupil has come to identify the ordinary triads 
easily, his next step is to the seventh chords. It is not 
easy for the eye to grasp note groups with four notes 
quickly and accurately. Good sight reading depends very 
largely upon a quick eye; and a quick eye means eye 
training and eye development. 
Contrapuntal exercises are also good for reading, 
because they take the eyes as well as the fingers into 
different paths. For such a purpose Bach is invaluable; 
“Album of Favorite Pieces,” the “Two part Inventions 
and similar books. (Polyphonic Studies compiled by 
Theodore Presser were published largely because of their 
value for sight reading purposes at a certain stage of 
development.) . . . ., 
How, for goodness sake, can a pianist read at sight, it 
he is not thoroughly acquainted with rhythm and with the 
notes? I, therefore, insist on mastering apart these two 
integral components of notation. It reminds me of a 
significant anecdote which will illustrate my method: A 
famous general, I believe it was Frederick the Great, 
asked his soldiers, on the battlefield where a carcass of a 
dead horse was lying, if any one could tear off its tail. 
Several tried hard to do so, but none succeeded. Fred¬ 
erick showed how easily it could be done. He tore the 
hairs one by one and in no time the tail was completely 
tom off. Moral: What we are not able to master col¬ 
lectively, we can easily overcome separately. , 
The whole “primo” part ought to be “drummed in 
similar manner from beginning to end, while the teacher 
(or the better musician) plays the “secondo” at the piano, 
as it is written. This training ought to be continued until 
the student feels himself able to grasp the rhythm at one 
glance, even if retiring at some distance from the music, 
so as to perceive only the rhythm without the notes. 
The development of the time sense itself is most inm_or- 
tant. One does not count when one plays in public. l ime 
must be felt. The trouble is that many piano teachers 
expect the pupil to come by this time feeling naturally, 
like breathing or seeing. It may come in that way to 
some very gifted persons; but in most instances it is a 
matter of careful, attentive building upon the part of the 
teacher with close cooperation of the pupil. It certainly 
deserves specialized attention. Therefore, after the pupil 
has developed the rhythm, in a piece with the metronome, 
as we have indicated, the teacher should hear the pupil tap 
the rhythm without the use of the metronome and with¬ 
out counting. This will call for the strictest aural atten¬ 
tion upon the part of the pupil. 
After that a similar procedure ought to be employed, 
isolating the notes from the rhythm, in other words, con¬ 
sidering only height or depth of the notes, independently 
from their rhythmical value. Also here a thorough train¬ 
ing will be necessary, especially in deciphering the notes 
with many lines above or under the staff.. 
In fact, how many times one hears the inexperienced 
sight-reader ask: “What note is that?” He often is 
bewildered by the great number of lines and perplexed to 
find out what note is represented. Instead of counting the 
lines and the spaces, he tries to guess, mostly wrongly! 
Don’ts for Sight Readers 
Don’t Hurry! Take your time. Much 
bad sight reading is due to the fact that the 
student has been impatient, that is, has 
tried to read too difficult music too soon. 
Don’t read single notes! Form the habit 
of viewing your work in chord groups. You 
don’t read single letters when you read a 
printed word. 
Don’t despair! 
On the tambourine the rhythm would be beaten as follows: 
No. 2 
Hb*—£JJJ 1 * g-LLf'1-*— 
Thus isolated the rhythm will be easily mastered by the 
pupil. Or, in the Etude N. 12 of the same work: 
„„„ „ Many people who might 
be good sight readers give up too quickly 
and say, “Sight reading is a gift. / can 
never do it.” The real gift is that of “work” 
and “sticktoitiveness.” 
Don’t be easy! Sloppiness is unforgiv¬ 
able. Concentrate. Form the habit of play¬ 
ing right. Play the right notes, the right 
time, the right rhythm, the right accents, 
the right phrases, the right expression, 
the right pedaling. It is marvelous what 
the human eye can grasp and what the 
human mind can digest in a flash if one will 
only persist and “concentrate” and not be 
easy with oneself. 
Look Ahead! 
After a sufficient skill in these single operations has been 
acquired, another matter should be considered. To acquire 
a certain amount of speed in sight reading, it will be 
necessary to look a measure or two in advance of the 
place one actually plays. In other words, the player 
ought to have always something in reserve for the next 
moment. “Looking ahead” means to figure in advance 
what comes after, to feel in advance the notes, the pas¬ 
sages, with the right fingering, under your fingers. The 
quicker and surer you can perform this mental operation, 
the more fluent will become your sight reading. The 
moment you lack this reserve your machine comes to a 
sudden stop and consequently your partner also is again 
put out of commission. Like the singer, who must always 
have a reserve of air lest otherwise the phrase will be 
suddenly chopped off, so the player must be prepared two 
or more bars in advance. You must have in your bank 
some funds in reserve for future expenses, or you will 
find yourself soon in a sorry plight. 
Do not believe, however, that this advice is meant only 
for beginners. Also advanced players will benefit from 
this procedure, namely, giving the first glance to the 
rhythm and the successive ones to the notes. Of course 
the two operations must follow one another with the 
utmost rapidity, but still be distinctly separated from each 
other. And, furthermore, this method of sight reading 
will prove beneficial not only to pianists, but as well to 
other instrumentalists and singers. 
Resuming: Study first the rhythm alone, perhaps with 
the help of a tambourine. 
Try to decipher at a glance the notes, especially those 
above and below the staff, independently from the rhythm. 
Continue training, uniting the two elements. 
Look one or more bars ahead of what you are actually 
playing. 
Self-Test Questions on Mr. Pirani’s Article 
1. What should be the first thing mastered by the 
sight reader? 
2. Name two good ways in which to learn rhythm? 
3. How should notes be isolated from rhythm? 
4. State what kind of exercises are valuable in sight 
reading? 
5. How docs one acquire speed in sight reading? 
THE ETUDE 
Page 600 SEPTEMBER 1924 
Targets in Music 
By Jessie E. Britt 
One of the greatest things in life is a target, a definite 
aim. In the study of music there is too often a tendency 
to drift with no definite goal in view and with but little 
to show for time and effort expended. This is especially 
discouraging to young pupils who are at an age when 
immediate rewards are more alluring than future fame or 
glory. 
If some means, however simple, can be used to denote 
definite stages of progress, then the interest and enthu¬ 
siasm are quickened, and a friendly spirit of competition 
may be stimulated among the pupils. It also pleases the 
parents by enabling them to judge the musical progress of 
the child and to co-operate in a helpful way with the 
teacher. 
With young pupils, gilt stars, which may be purchased 
at a trifling expense at any stationery store, can be used 
very effectively. When a piece of music is perfectly 
learned or approximately so, and can be played in a musi¬ 
cal manner, with correct fingering time, and notes; then the 
teacher sticks the gummed star upon it, and there¬ 
after it is proudly alluded to as a star piece. For a mem¬ 
orized piece the larger sized star may be used. It is surpris¬ 
ing how eager and delighted the little pupils are to get a 
“gold star” and how they hurry home to show “the folks.” 
As the pupil advances in age and proficiency, other 
ways may be used for making the study definite and 
worth-while. As soon as the second grade is reached, each 
pupil should have an assignment book which need be only 
an inexpensive note book with durable binding. In this 
the teacher can write down exactly what is assigned, with 
practice time for each. The pupil should also be required, 
or at least encouraged to keep a practice record for each 
day. To further encourage the student and indicate his 
progress it is well to employ a system of marking in red 
pencil on the assignment book. E may stand for excellent, 
G for good, F for fair, and U unsatisfactory. One splen¬ 
did result of this system is the careful supervision which 
the parents are able to give the pupils in the home practice. 
The graded courses of study, of which several good 
ones are to be found among musical publications, furnish 
a standard of advancement and tend to promote systematic 
work, when judiciously adapted to the needs of the stu¬ 
dent and supplemented by other material. Before promo¬ 
tion into another grade a simple test may be given on 
such elements as musical terms, time values and key signa¬ 
tures. Of course the tests should not be so rigid as to be 
dreaded by the pupil. He should feel, rather, that they are 
simply a means of fixing important points in his mind, so 
that he may proceed more rapidly and pleasantly in his 
musical studies. If he has a real musical target he stands 
a far better chance of making progress. 
The Use of Improvisation 
By Grace Mays 
Piano lessons may be made much more interesting by 
a teacher who has the talent for improvising. Something 
of this kind is needed as a stimulus for pupils who are 
not especially interested in taking piano lessons. 
Four drills are suggested here for use by a teacher who 
can improvise. 
First—The teacher allows the pupil to name a key, the 
kind of rhythm, and a title for a composition to be im¬ 
provised by the teacher. Of course the mood of the 
composition should be consistent with the. title. The 
teacher carries out the idea which the pupil has suggested. 
Second—The pupil suggests a key and the kind of 
rhythm, then gives a title to the composition after it has 
been played. Since it appeals to the imagination, this is 
more interesting to some pupils than naming the title be¬ 
fore the piece has been played. 
Third—To help develop the child’s sense of rhythm, the 
teacher improvises, and then allows the child to name the 
kind of rhythm after the composition has been played. 
This causes the pupil to listen closely for the accented 
beat of each measure. 
Fourth—To familiarize a pupil with the different keys, 
have him to watch the keyboard while a selection is being 
played. The child can easily distinguish whether it is in 
a major or .minor key, if the teacher has explained that 
minor keys are suggestive of something weird, gruesome, 
or melancholy: and that major keys express bright, happy 
or exciting ideas. 
These drills appeal to pupils and are a real pleasure for 
them. They are also enjoyable work for the teacher and 
are means by which one who hasn’t time for more 
extended composition can use his talent for improvising, 
in a beneficial way. 
Training That Awkward Thumb 
By Wendal C. Wood 
The thumb is the awkward member of our family of 
digits; on its action more than on anything else depends 
the speed and evenness of our scales and other passage 
work. All too often it fails us, preventing the acquire¬ 
ment of the desired qualities; so special training becomes 
necessary. ,, 
Technic specialists insist on preparation of the thumD s 
note; that is, that the thumb must always be in readiness 
above its next key before the time to play the latter. The 
following little exercise was designed to make the thumb 
form this habit of finding its next key at once after being 
used, and serves to facilitate greatly the thumb-under 
movement in scale and arpeggio playing. It also enables 
us to concentrate our attention on the thumb movement 
itself. 
A Simple Exercise 
Play any scale in a skeleton form, using only the thumb 
and forefinger, leaving out the 3rd and 4th fingers and their 
keys, thus: 
C D (E) F G (A B) C 
Ex. 1. C major r. h. 1 2 12 1 etc. 
The notes in parentheses are to be omitted. Use the 
same fingering in descending the scales. 
Ex. 2. Bb minor 
C Bb (A Gb) F Eb (Db) C Bb 
12 12 1 2 etc. 
Use the same fingering in ascending. 
As soon as the 2nd finger touches its key, D, (Ex. 1) slip 
the thumb under it by an quick easy motion and let the 
latter drop lightly on F, and so on up the scale. Play in 
even rhythm, very slowly at first and always with but one 
hand at a time. (Notice that “slowly” refers to the length 
of time the key is held down—the thumb movement itself 
must be quick.) This skeleton scale may be played up 
and down the keyboard through as many octaves as 
desired, like the ordinary scale; but it is better to practice 
it a number of times successively in the same direction. 
Most of the scales in the piano literature are one way” 
scales The “thumb-under” should be practiced more than 
the “hand-over” movement; and the left hand more than 
the right. The following schedule of repetitions should 
suit most pupils: 
L. H., descending, 10 times 
• R. H., ascending, 8 times 
L. H., ascending, 5 times 
R. H., descending 4 times. 
Play thus in all keys; the thumbs first note will not be 
the keynote in those scales which begin on a black key 
(see Ex. 2). Since the scale fingering is determined by 
the thumb’s notes this exercise furnishes an excellent 
means of learning the various scale fingerings. 
Keep the arm lightly poised; it should neither be stiffly 
held up nor should its weight be allowed to drag on the 
hand. If the arm is well balanced it will be easy to keep 
the wrist free. In playing a scale the hand should be 
slightly turned in at the wrist and the fingers 
well rounded, in order to allow the thumb to swing under 
easily. 
The exercise should be played very slowly, until atten¬ 
tion to the above details has become a habit. Then the. 
speed may be gradually increased. Rhythmical variations 
—rm are valuable. If this rhythm is re¬ 
versed the'thumb'taking the sixteenth note and the exercise 
is played very fast with the thumb note always pianis¬ 
simo, we have the most difficult form possible; and the 
one who has mastered it has mastered scale technic. 
Three- and four-note arpeggios may be studied in the 
same way as outlined for the scales. 
Try this method of practice for a month or two; the 
regular scales may be dropped for the time 1 icing since 
the third and fourth get plenty of other exercise. When 
returning to the normal scale form, great gain in ease 
and velocity will be noticed. 
The Necessity of Ear Training 
By Arthur Olaf Andersen 
Lack of proper ear training is one of the greatest draw¬ 
backs in the progress of the average American music 
student. This deficiency is especially noticeable in the 
pupils of the private teacher who rarely, if ever, takes the 
trouble to determine just how much or how little each 
individual knows regarding this most important branch of 
an all-round, general musical education. 
Ear training, to the music student, is what rudimentary 
knowledge of English is to the literary scholar. It must 
be acquired in some way before one is capable of any de¬ 
gree of mastery ih either subject. In studying English, 
the necessary elements of grammar, phrasing by punctua¬ 
tion as well as rhetorical construction, must first be 
acquired. In ear training, an equally careful mastery of 
all the primary factors pertaining to the language of 
sounds must be attained. 
’ The first thing the teacher should do is to ascertain 
whether or not the student has perfect or relative pitch. 
The necessity of perfect pitch in the student has been a 
matter of much controversy among teachers of theory. 
The majority insist that it is an indispensable requisition 
in the success of a composer, singer or performer of a 
string instrument, but not so important in the case of the 
pianist or of the performer of an instrument where pre¬ 
determined pitch exists. This may or may not be true in 
some instances, but we argue that perfect pitch is not 
necessary in any case! The delicately sensitive ear of 
the musician, might save him a great deal of hard work, 
but what has perfect pitch to do with the inspiration that 
gives us an exquisite melody, a ravishing sequence of 
harmonies, a well balanced, symmetrically designed com¬ 
position? True, perfect pitch will be of great assistance 
in the setting down of the musical expression; but perfect 
pitch never was and never will be the inspiration of com¬ 
position. 
In the matter of the instrumentalist or vocalist, the per¬ 
fect ear is undoubtedly an asset of extreme importance; 
but the fact that one does not possess this gift of nature 
need not discourage or disconcert the young musician, for 
he has it in his power to develop his auditory faculties to 
the point where they will serve him in every emergency. 
Ear training should be seriously considered by every 
student, no matter whether he has perfect pitch or not 
Ear training does not alone mean the ability to hear tones 
study of ear cultivation. It further implies the three “R's1 
of music: the “Readin’,” “’Ritin”’ and “’Rithmetic.’ 
These may be interpreted as constituting the ability to real 
music audibly or inaudiblv, to have mastered the funda 
mental principles of notation chord spelling and chori 
progression, tranposition, modulation and ornamentation 
It also includes the ability to perform with distinct clarib 
and ease all the various simple, compound and comple: 
rhythms. 
The most coveted prize at the Paris Conservatoire d 
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How To Organize A Boys’ High School Band 
By J. W. WAIN WRIGHT 
Su^uor Fo.toria, Ohio, «d Director of Fostoria HigK School Bond, Which W^duC^ 
"Always Begin Music Study With the f•iano"-Read Director Wainwrighfs important words 
on this subject on the next page 
It was evening of the memorable day when the happy 
news came over the wires to the Fostoria home folks 
that their band had won first honors at the National 
Contest the occasion a social gathering of Fostonans 
where naturally the favorite topic of comment was the 
band and its victory, that the following conversation 
took place: ... . . 
“Well, I suppose this will make your boy anxious to 
join the’ band-or isn’t he musically inclined?” 
“Not particularly so. But, of course, you don’t have 
to be musical to belong to the band.” 
The first speaker, a trifle taken aback, adroitly avoided 
an argument by observing that it “helped some” to 
be musical. . 
My informant was boiling over with indignation when 
he sought me out upon my return home to tell me of the 
insult, as he chose to term it, which had been hurled 
at the personnel of his idolized company of musicians. 
But I told him we had been paid a rare compliment. • 
For what seemed to my friend an unjust statement 
contained more than a grain of truth. My commentator 
might have gone a step farther and said, “Of course, 
one doesn’t have to be musical to direct a band, with¬ 
out deviating very far from the truth. 
And there you have in a nutshell the reason for the 
unmitigated, unprecedented, unquestioned success of the 
boy band movement. 
The from-pioneer-homeTto-White-House story ot the 
organization and advancement of the Fostoria High 
School Band is doubtless already familiar to many 
readers of the Etude, so I need not review it here 
Musical or unmusical, I doubt if my fortitude would 
permit me to endure those first rehearsals and programs 
again. The terrible tension of the first five beats of 
the “Day in Venice Suite,” when I trusted madly that 
my young amateurs could and would “hit” the sixth; 
the sour soarings of the clarinets a little farther down 
the score; the uninvited augumented chords (my apolo¬ 
gies to the horns) ; the basses ploob-ploob-mg along, 
perhaps a measure ahead or behind; the drummers 
sullenly slinking behind their cymbals if they were 
caught off guard and received their inevitable reckoning 
for such an offense—it was not musicianship that counted 
then. Oh, no; it was pure, unadulterated grit. 
Thanks to many fortunate circumstances, the per¬ 
centage of the unmusical now in our band is exceedingly 
low, while the number of those who are naturally en¬ 
dowed with musical talent, who undoubtedly will reap 
a rich harvest from their training in the band whether 
or not they choose to make music a profession, I could 
place at twenty-five, or about fifty per cent, of the 
membership. , 
But I am serious when I say that, at least at the 
outset, not so much depends upon a boy’s accurate sense 
of pitch as upon his enthusiasm, and not so much upon 
a director’s knowledge of phrasing as upon his under¬ 
standing and love of boy nature. Earl May, in his treat¬ 
ise on “The Silver Cornet Band,” drives straight at the 
heart of the situation when he tells m his humorous 
way how even the most uninspired, unwilling student of 
the piano or violin, when fired by the prospect of a 
parade or a concert in uniform, will seize a horn and 
blow.himself into a frenzy of enthusiasm 
First and foremost, let there be-a band! Then let 
time and tide cut down the hills of cornets, fill up the 
valleys of clarinets, weed out the saxophones, set up 
drummers and basses as invincible as the forest pines 
and throw over the whole a shimmering veil of color, 
delectable and undying. 
Time and tide are personified in the director whose 
baton is the magic wand which may make or weak the 
destinies of his organization. It is sad to say that there 
are in the public schools many teachers who are trying 
to teach instrumental music to school children who. 
know not what they are doing.. In most cases it 
falls to the lot of the already overworked supervisor 
of vocal music to try to build up the band and orches¬ 
tra • but most emphatically, teaching instrumental music 
is a job all by itself and should not be attempted by 
anyone who has not been especially trained for it, who 
does not know every instrument, including its different 
combinations of fingering, who cannot unearth technical 
mistakes in the playing of his pupils and then correct 
them. The lack of well-trained supervisors, or, to 
place the blame where it actually lies, the lack of funds 
to secure well-trained supervisors, is the greatest draw¬ 
back to the progress of instrumental music in our schools 
A Leader of Boys 
But paramount In importance to his knowledge of Inktrn- 
is the director's faculty for becoming a leader of 
boys This implies that he must understand boy nature, 
must be able to mingle with them and cultivate tneir con 
fidenoe and vet retain poise to stand before them and issue 
Instructions ‘with no thought but that they will be carried 
m,t He must be able to break through the barrage of 
excuses which they sometimes build up to keep from 
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out as rapidly as mushrooms after a warm sprmg shower, 
&5 ar? like g 
supply ^rsmall-?iledC°army! “"certain few can^be^dfepended 
nnnn to keen us in a hilarious state ot merriment w *.u 
their iSkes and antics; but the boy I shall never forget their jokes a ....i.c 1in uprshev 1- - - -1 
s the o 
r is safely out o 
twn for fifteen cents and earns spending money for 
7tha: 
•a«Tv^o^ which “nly fun-loving high school boys coukl invent The 
bovs wbo have graduated and have been jiway i 
or more never come back for a 
my studio, ostensibly to pay th 
r J ,i I ut-tia time recalling 
t they saunter into 
r respects, but in reality 
le incidents that occurred 
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when they belonged to the F. H . 
of reminiscing will probably^ mea 
In many respects the director’s knowledge of boys may 
have a very direct effect upon his work. How many 
precious hours are wasted every year-every week—at 
rehearsals, not alone on account of tardiness and 
absences, those two bugbears of music teachers which, 
like the poor, are always with us, but because the leader 
does not know how to get the most out of his boys. 
Our band might still be working on Our Director 
March” and “Iron Count Overture” if I had chosen .to 
accept what my boys chose to give as their best effort; 
but I knew what I wanted them to do, guessed at what 
they were able to do, and tried to awaken them to 
the fact that they could do more than they were doing. 
Someone very truthfully has said that we are a as 
lazy as we dare to be; and high school boys are no 
exception. They have to be startled out of their state 
of dormancy once in a while—sometimes twice in a 
while. They have to catch the vision. (My own indi¬ 
vidual means of “waking them up” may not always 
coincide with the best recognized' pedagogical principles; 
but it gets results.) 
Then again, why do so many directors content them¬ 
selves with the A, B, C’s of band literature? What 
would happen to a violinist if he never attempted 
Kreutzer because he knew he could never master it . we 
were playing at the aforementioned “Day in Venice 
Suite” “Peer Gynt,” “Dwellers of the Western World, , 
and “William Tell,” when we probably should have been 
playing things much less pretentious. But we did not 
give them just the once over and then lay them up on 
a shelf—WE WORKED. The boys knew when they 
came that they might not work on more than one num¬ 
ber during the whole rehearsal; but I have heard many 
of them declare that they would rather practice two 
hours on something very difficult than one hour on some¬ 
thing easily within their comprehension. Our orchestra 
worked for twelve consecutive rehearsals on one big 
overture without having anything light on the bill of 
fare. I admit that is going to extremes; but at the 
end of that time we could do it creditably and had gained 
enough technic that the lighter numbers came just as 
easily as though we had been spending most of our 
time on them. 
Some time ago a well-known band director, after 
hearing our boys play a concert, said, “A hand like that 
may happen once in a generation,” but I say it can hap¬ 
pen” any time, anywhere, when a director and his 
boys hitch their wagon to a star and then get behind 
it and push. 
Meantime introduce Herbert Clarkes Elementary 
Studies for the Cornet,” and after he has played the 
first twenty pages and is able to finger and blow 
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If violin and piano teachers would aim a little more 
directly at their final goal they would see faster progress m 
their pupils. They are many times so engrossed in making 
out a well-balanced course of study—left-hand studies, bow- 
ing studies, double stops; or for piano, pedal studies, in¬ 
dependent exercises for staccato, legato, drop arm, and so 
on—that thev defeat their own ends, technically speaking. 
I think Musi'n came very near t» fulfilling a long-felt need 
in the violin teachers’ sphere when he invented and com¬ 
piled a set of Instruction books consisting of series of 
daily exercises designed to put the pupil in shape for his 
real day's work—his etude or concerto ns the case might 
be. Usunlly it is left to the teacher to map out daily 
dozens for his young aspirants, lint how many are too 
Indolent or too uuforeseeing to do It. 
And this reminds me of the preacher who told the 
farmer how to plant his corn and the farmer who told 
the preacher what to preach about. So if some violin 
or piano teacher will give me a few pointers on how 
to develop my hand I have no doubt the benefit will 
be mutual. 
And now, in the belief that many readers of the Etude 
are men and women with the ability and the personality 
to develop successful bands and orchestras, if they knew 
where and how to begin; and in the hope that, by relating 
some of the facts which it has taken me some years 
of experience to learn; I may map out a shorter cut 
for some who are just about to undertake this fascinat¬ 
ing work; I am going to set down on paper a few of 
the most important steps which I would follow if I were 
to begin again with new material to try to organize a 
group of boys into an efficient high school hand. Bear 
in mind that this is not intended for those who are 
already well advanced in the art of band making. Far 
be it from me to inflict my ideas and opinions upon 
anyone whom experience has given well-seasoned methods 
of his own. But in the spirit of sympathetic co-opera¬ 
tion with the novice who is about to do his hit toward 
making America musical, I am contributing the follow¬ 
ing suggestions: 
Physical Qualifications 
First, examine the applicant for his physical adaptation 
to the instrument. If he has good teeth, lips not too 
thick, he may play a cornet or flute. If his lips are 
rather thick give him a larger mouthpiece, such as bari¬ 
tone or tuba, or better still, one of the reeds. A reed 
player must be unhampered by any defective fingers; 
but sometimes a boy with a disfigured hand may be 
taught one of the brass instruments. Our solo cornetist, 
who won the Grand Prize for soloists at the Ohio State 
Band Contest, is a left-handed player because of an 
injury sustained to his right hand when a very small 
boy. 
Have regard for the balance of the band. Be sure 
there will be as many reeds as all the rest of the instru¬ 
ments combined. It is best to have all the reed players 
to begin with the B-flat clarinet because it is easiest, and 
then pick the E-flat, alto and bass clarinets, oboe and 
bassoon players from them. 
Do not put in a C-melody saxophone to play the oboe 
part. It is not a band instrument. As soon as possible 
get an oboe and teach some boy to play it. 
A quartet of saxophones is sufficient. A leader who 
allows more is doing an injustice to his band. 
Insure a strong bass section: For a fifty piece band 
there must be not less than three basses, two E-flats 
and one BB. 
Will'll the instrumentation has been decided upon, the 
boys should have about three or four weeks of individual 
work, after which the regular band meetings may begin. 
Tlie psychological value of this can easily lie understood, 
and anv director, by spending a few honrs with pen and 
music paper, should he able to supply his boys with 
simple material hni/i thnir intoroat nnHi thpv nrp nhlp 
to play some of 
Perhaps a fe\ 
ing of the diff< 
first steps " " 
arches already ii 
Cornets, French Horns and Baritones 
r cornets, French horns and baritones, let 
o be produced be G, i 
.- . ,__ _rmv of saxophonists do not know 
twentieth cent ry y Take, for example, the 
t0-R,nVorCto B-C should not be played 
- - - . t progression B > { thg left hand but with the 
rectly, let him take up Arban. with the secondl hng ^ ^ middle side key o{ 
Do not give pieces too soon; for often it »ives oy first gnger 0f the le t . „ performer this 
the impression that they already know all there is tke r;ght. No matter p]ayers Then 
learn about playing and simply places a stumbling bock mistake fflay easily be detec ted m most 
their path. One reason why we have so few artete agaill) about ninety-nine per^ , ^ a Wah]p tnno 
_ because young players get an inflated idea of their 
ability and stop working too soon. Their ensemble wor 
in the band should be enough of an incentive to hold 
their interest during the first months of their study. 
For trombones, the first tone to be produced is F, 
fourth line of bass staff. Never teach a trombone 
player to read in the treble staff. He may be asked 
some day whether he plays in the “town or city clef, 
a favorite joke among bandsmen. Spare him the em¬ 
barrassment of discovering that he is out of date. 
The plan of procedure is the same as for the cornets. 
The second lesson he learns E-flat and G, the adjacent 
tones to the given one, and increases the range in the 
same manner following the B-flat scale line instead of 
r' l wish 
the C. a certain 
Pure Tones Always “;,r^ 
By all means teach him to put the slide in the right ^dorado. 
in not care to know how to produce a bearable tone. 
. . , c c„„r;,w is easily forgiven, but the bar¬ 
baric tSe'whict comes swaggering out of the horns of 
most saxophone players strikes murder or su.c.de into 
the heart of any real musician. The saxophone fam.ly, 
especially the E-flat alto, when properly hand ed is a 
very useful instrument; but few ever learn lie first 
principles of playing it correctly If stud,ed intell- 
s-ently with a conscientious teacher who insists upon 
correct combinations of fingering and good tone quality, 
it may be fairly well mastered m three or fout > ears 
“The Universal Method for the Saxophone, by Paul 
DeVille, has proven to be very satisfactory. 
I wish I might tnke time to describe 
Suffice 
place; and never allow a tone to escape that is not 
absolutely in time. The practice of finding fourth posi¬ 
tion by extending the fingers and touching the bell of 
the horn is in very bad taste and should not be tolerated. 
Do not use the supplementary positions too soon. 
Blodgett’s “Foundation on Trombone Playing,” with 
the exception of the last few pages, is very practical; 
and Arban’s method, which is now written in the bass 
staff especially for the trombone, is, of course, excellent. 
The trombone is a greater test of a boy’s musicianship 
than almost any other band instrument and is certain 
to give pleasure to the serious student because of its 
inexhaustible possibilities. One of my boys, a fine 
fellow who has been a conscientious student for five 
years, said to me the other day, “I am just beginning to 
realize what a wonderful instrument the trombone is.” 
It is well in choosing a trombone player to select a 
boy who shows very marked musical ability, preferably 
one who has had a year or two of piano lessons. 
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Always Begin Music Study at the Piano 
fit of parents on the value i 
their musical meanderings witl 
piano bench. It is better to I— - _ 
on the piano, and then to give him a 
. day 
seven-year-old begin ■ band ^or orchestral 
with his horn or violin : for he can cover the ground three • 
times as rapidly after having this introductory work at the 
piano. The practice in reading notes, in learning to decipher 
rhythmical values, in accustoming the ear to correct melodic 
and harmonic progressions, is gained much more readily 
and in most cases more cheaply in the study of the piano 
than in the study of any other instrument. If possible, in¬ 
duce the child to continue his piano work indefinitely, even 
after he takes up his chosen instrument; for his progress 
in the one branch will go hand in hand with his progress 
in the other. Study the lives of — --jagSlj ~*j| 
today ar ’ ---- 
ouglily grounded in piano h . P_ _ they found it possible 
scale ‘the heights that overlook the promised land of fame 
and fortune? For, with an adequate knowledge of piano, 
one has the magic key whereby he may gain access to all 
other kinds of musical literature ; and nowhere more than 
in the field of music does one's success depend upon a 
liberal acquaintance with the products of the master minds 
The c i. the most useful of the reed instruments, 0. first added line below the treble staff- 
one O. because it is thin and hard to play 
Clarinet Method,” by Paul DeVille. 
facts We use the ••Gardner Modi.. Cymbals and Accessories” with very satisfactory results. 
Oh ves the tuba! Well, in my opinion tuba flayers 
are born, not made. Anyone can learn in finger and blow 
this giant king of the brass; lint when ll ... t" '"Hiding 
the foundation for a big overture, expressing those subtle 
niceties of phrasing and shading which mean life nr death 
to any masterpiece, our hasses must !"• gifted wliii the 
divine spark" if they succeed in satisfying the expectant 
mood of the critical listener. 
As soon as possible after the first meeting it L well 
to organize the different sections of the band into 
groups for sectional rehearsals. This has proven a 
most effective device for bringing about a good ensemble 
and a finished production of any numlier which might 
otherwise have been too advanced for our boys, and has 
saved many a stormy hour at the regular rehearsal. 
Divide the band in the following manner: 
B-flat, E-flat, bass and alto clarinets 
Cornets 
Baritones and trombones 
Tubas and French horns 
Saxophones 
And don’t forget the drums. Insist that the -uares 
play the parts as written instead of trying to put in a 
lot of “fancy work,” the product of their own imagi¬ 
nation. 
General Hints 
From the beginning guard against allowing any. espe¬ 
cially the cornets, to overblow. This is a very common 
fault and detracts greatly from the tone quality of 
the whole band. 
Be particular about the appearance of the boys at 
rehearsal and in concert. It is surprising what slovenly 
habits directors allow. It is very little effort to insist 
that boys sit straight in their chairs, feet flat on the floor, 
clarinets held at a comfortable angle, fingers slightly 
arched, cornets and trombones held straight out almost 
parallel to the floor, and so on around the semi-circular 
tiers of players—yet it adds one hundred per cent, to 
the effect. 
On the march, even in professional bands, on 
trombones held at the same angle. - 
the part of both director and drum- 
; rarely 
..... ..‘garding the individual traln- 
11s would not be amiss—the very 
. the instruction hooks which have 
satisfactory in working with pupils of school 
A great many of the difficulties of the clarinetist very bad 
would be minimized if composers and those who arrange major. From the beginning train the boys to hold their 
for bands and orchestras would not write anything above trombones at the correct angle when on the march. and 
high D, or better, high C; because those tones are very tfj| J~'-- ’ ' 
hard to produce and when played by any but the most 
professional of professionals, are shrill and disagreeable. 
They should be used only to obtain special effects. 
Wagner’s “Foundation to Flute Playing” is exception- 
... treble staff, not 
At the first lesson the 
hold the instrument and 
which 'll 
G, as many i- 
pupil will learn merely how-- — ----- 
to blow correctly this one tone. The second li . .. ... 
sufficient to teach him F, one whole step below, and A, one 
whole step above the starting point, giving him a vocabulary 
of three tones. The third lesson he will learn E below 
and B above, and so on until he has encompassed the 
tones of the C scale. Now he begins with a most valuable 
exercise, that of playing the scale up and down with n 
long sustained tone on each degree, the teacher harmonizing 
at the piano. This should be continued as a preliminary 
drill for six months or a year, increasing the range and 
changing key as the pupil is able. In answer to the oft- 
made query', “What shall I do to improve my tone? , 
assuming that the pupil already knows how to blow cor- 
they will take pride in a fine appearance!' 
Do not allow the drum-major to overdo his part- he 
must be snappy, but not grotesque. 
mindsSulT ofwhaf’i l° y°Ur 1,0yS’ by filling ,heir 
ally well adapted to the needs of the young flute player. punishing their instruments' withAhel'Xrourand’inane 
If we had for every instrument a text-book as com- noises characteristic of “jazz” mmir 5. 
plete as this, the task of preparing beginners for active mi'™" 1:"'' - '- • - • - c" enCe ° 
hand work would be much more simple. When something 
more advanced is required, “The Indispensable” is all 
that its name implies and is an easy step forward. 
The Complex Saxophone 
Of the thousands who try to learn to play the saxo¬ 
phone, the number of those who attain any degree of 
artistic excellence is smaller than that of students of all 
other instruments combined. Many young people, when 
they discover that playing the C scale and reading the 
melodies of popular songs is a comparatively simple 
matter, reach the conclusion that a possible six weeks 
missing link somewhere in their musical, mental o.. 
training. 
tionsfferinmifitary k1""9 °f 
latns the feeling of patriotism • oa^^ban< on I)aratle stiinu- 
written by onr modern V but «*<* as is 
passions anil impulses cannot hM ,. 0,1-v hut the lower 
those very emotions which, since the t0 ,he 8urfn<T forefathers, attracted bv the lT,riH « ' our Primeval 
goaded by the shrieking of thSr\now,rf thp,r chieftains, 
by the rhythmical beat of li, JI . '• spurred to aetion 
lust for blood and excited An I?m:ton>8. stirred up their 
natures, civliization i.a.Vt^ 
the etude 
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The Teachers’ Round Table 
Conducted by PROF. CLARENCE G. HAMILTON, M.A. 
■ ■ t “Hnw tn Teach ” “What to Teach,” etc., and not technical 
This department is designed to help the proper,y belong to the Musical Questions Answered 
p^n.n, ,o n,J, Lon.pW Wu.rie, 
Infantile Paralysis 
cramp’ and stiffen so that he is able to strike only 
c tnd e clearly. He says the only way he can play 
the”chord Is a remedy for 
His playing 
—lil. loft .. E. M. 
e, and he has no trouble 
E major, with its graceful arabesques'; and most diffi¬ 
cult of all is the mammoth Op. 106 (for the 
Hammer clavier.) . , .. , 
A generally ascending scale of difficulty » followed 
in the above list. As to their order of excellence, who 
shall venture to say? Play the sonatas over from the 
complete edition—which every pianist should possess— 
and judge for yourself! 
suggestion and a little praise will be helpful and stimu¬ 
li Last, but not least, do not complain about your 
inability to get the child to practice. That reflects on 
the parents, and not on the teacher. If parents, who are 
with the child daily, lack the power to enforce obedience, 
how can the teacher, who sees the child but once a week, 
be expected to do so? 
It is difficult to prescribe for such an abnormal condi¬ 
tion as you describe, without seeing the patient and find¬ 
ing out by experiment what he can do. The trouble may 
be partly traceable to that bane of pianists, a stiff wr.st. 
A useful means for learning to play a chord evenly 
and clearly is to sound each of its notes in succession, 
from lowest to highest, holding them down until the 
entire chord is within one’s grasp. Then play the chord 
several times staccato, keeping the elbow low, and allow¬ 
ing the wrist to rise suddenly an inch or so at each 
stroke. This upward jump of the wrist will prove that 
it has not stiffened in the process and will also result m 
a clear, bright tone, caused by throwing the hand into 
the keys. For instance, taking the chord which you sug¬ 
gest, the pupil plays as follows: 
Continue this treatment with each of the fo 
chords: 
8x-21 j i It 
These chords may then be transposed into other keys, 
and may be similarly studied with the left hand. 
Beethoven’s Sonatas 
How do the piano sonata 
in order of excellence—or 
which ones would you advis 
j of Beethoven stand 
of difficulty ? With 
public, and which arc among the less 
I will list the sonatas which seem best adapted for 
either playing or teaching. 
In an easy Grade II we may place the melodious 
little Sonatinas in F and G. Of about Grade III is 
the sonata (or rather sonatina) Op. 49, No. 2, and its 
somewhat harder twin, Op. 49, No. 1. Next m order 
comes Op. 79, with its naive, folk-song lilt. Considering 
the above group as introductory to the greater works, 
we may classify the latter under three heads: (1) those 
of Beethoven’s earlier manner, in which he emphasizes 
the formal structure, on the lines of Haydn and 
Mozart; (2) those in which, while still observing 
conventional forms, he gives free rein to his personal 
ideas and moods; and (3) those in which he breaks 
loose from all tradition. 
Of the first of these groups, the most pleasing are 
the energetic Op. 2, No. 1; the compact sonatas Op. 10, 
Nos. 1 and 2, and the two numbers of Op. 14, both of 
rare beauty and workmanship. All these sonatas are 
of moderate technical difficulty. 
Under the second heading, the leader is easily the 
Svnata Pathetique, Op. 13, a rival in popular favor to 
the dramatic Moonlight, Op, 27, No. 2. Unique m 
structure is the Op. 26, with the graceful variations 
of the first movement, the majestic Funeral March, and 
the final Rondo, a masterpiece for technical drill. The 
Pastorale, Op. 28, is intricate and not so pleasing; but 
the three sonatas, Op. 31, are all valuable, especially 
No. 3, which is a marvel of concentrated thought. 
We now come to that magnificent pair of sonatas 
which demand a pianist of expert technic and deep 
musical insight: the brilliant Waldstcin, Op. 53, which 
bubbles over with the joy of life, and the strenuous 
Appassionato, Op. 57, which sounds the depths of human 
experience. Passing over Les Adieux, Op. 81a, as of 
secondary importance, we come to the capricious Op. 90, 
with its “conflict between the head and the heart. 
The average pianist will fight shy of the five sonatas 
of the last period, difficult for both player and 
audience. Most pleasing of these is the Op. 109, in 
A Music Teacher’s Education 
A correspondent whb signs herself Ann, writes that 
she has a large class of pupils whom she is teaching 
along conventional lines. But she feels the need, on 
their account and her own, of a broader outlook on music 
than that of mere technic, and asks: 
What do you consider should be the education of 
a teacher before students are entrusted to her care? 
Let me say immediately that I like the spirit of the 
writer in propounding this question, for it shows that 
she has ideals which are not contented with simply pro- 
during pleasant sounds out of the piano; that, in short, 
she places musicianship before technical display. I wish 
every teacher might have similar ideals; for we should 
then have more appreciation of music as an art, and not 
as a mere acrobatic exposition. 
Proceeding now to the equipment of the piano teacher, 
I list the following items: 
1. The ability to play well, music of at least the tilth 
or sixth grade. . 
2. Experience in playing for others; in public, it 
possible. . ,. 
3. For this purpose, a repertory of pieces, preferably 
memorized, kept constantly on tap. 
4. An historical perspective, gained from the sUidy ot 
various histories of music and biographies of com¬ 
posers. . « 
5. A thorough knowledge of music notation and ter¬ 
minology. , , 
6. Familiarity with at least the fundamentals of musi¬ 
cal theory, including scale-structure, intervals and the 
structure of the simpler chords. 
7. Acquaintance with the leading principles of peda¬ 
gogy, as applied to music teaching. 
These items to begin with. But do not stop here, by 
any means! For there is no better opportunity for ad¬ 
vancement than that involved in the very act of teaching. 
New problems will constantly arise, new vistas will open 
for continued study; so that "the teacher should con¬ 
stantly seek further enlightenment from books or other 
sources. Every teacher, in other words, should be at 
the same time an earnest student, otherwise she will fall 
behind in the race. 
Practical Pointers 
Miss Anna E. Mcllhenny, of Chicago, sends a list of 
“Practical Pointers,” which she gives to the mother 
of each child under her tuition, and which she describes 
as a wonderful help in her work. For the benefit of 
the Round Table I give these in somewhat condensed 
form. 
] Have a regular, practice time for the child, and 
do not permit anything to interrupt it. 
2. Remember that 15 to 20 minutes of practice twice 
or three times daily is better than an hour at one sitting. 
3. Do not enforce extra practice as a punishment. 
Music should always be regarded as a pleasure. 
4. Sit with the child, whenever possible, during the 
practice hour, even if you do not play. It will prevent 
careless work. 
5. Do not omit a lesson for a trifling reason, since 
such a procedure means loss of interest. 
6. Cooperate with the teacher in every way possible. 
7. Never criticise the teacher or the music which she 
gives, in the child’s presence; for advancement is in 
proportion to the child’s faith in his teacher. 
8. Ask the child to play for your friends who call, as 
it will increase his confidence. The piece which he plays, 
however, should be one that lie has well mastered. 
9. Allow the child to pick out pieces that are not in 
his lesson, provided that he does this outside of his 
regular practice time. 
10. Always display a sympathetic interest in his work. 
A bit of advice, a word of encouragement, a friendly 
The Form of Music 
How should I teach music form ? Iffigj % W 
as PtheyhoccurTto tae’ best of my ability; but just 
Ji-ow should this be done?—L. G. P. 
Since the understanding of form in music is abso¬ 
lutely necessary to intelligent interpretation, I consider 
that the teaching of the principles of form should be a 
prime factor in any musical instructions, whether of 
voice, piano, violin or any other instrument. 
Such teaching, too, should begin much farther back 
than with the forms you mention. From the very be¬ 
ginning, the child should be initiated into the nature of 
measures, and how these are grouped into phrases; how 
phrases too, are based on figures and motives. From 
these he should proceed to the complete sentences and 
sections, and so on up to the larger forms such as the 
dance, rondo, variations and sonata. , 
All this instruction will be more effective if it pro¬ 
ceeds naturally out of the music he is studying. Let him 
realize from the first the meaning of each motive and 
phrase—how it grows gradually up to its climax, just 
as does a line of poetry. How, too, phrases follow one 
another in symmetrical order; and how, for the sake ol 
variety, they are often extended or curtailed. The result 
should be that the pupil understands just as intimately 
the structure of each study or piece that he learns as 
he does the notes of which it is composed. For unless 
these notes are invested with real meaning, they are a 
valueless hotch-potch of sound. 
As preparation for this work, I suggest that you study 
one, at least, of the following works: 
Goetschius: Lessons in Music Form. 
MacPherson : Form in Music. 
Hamilton: Music Interpretation. 
Music of Popular Appeal 
Can you sugeest a few pieces that would please 
the young people of the jazz age, anil sHU be of 
the popular type? Then there are the older people 
who cannot seem to understand classical music: 
what of them? I have found that the latter class 
appreciate folk-songrs., or still more, the variation 
type of pieces.—A. McL 
It is quite possible to find music that is pleasing to 
both old and young, without descending to the jazz level 
What the young people like about jazz is its strongly- 
marked rhythm—a rhythmic swing that gives it a pro¬ 
nounced vitality that is lamentably absent from the play¬ 
ing of many lackadaisical performers. The trouble 
with the great body of jazz music is that rhythm is 
everything and that the finer qualities of melody and har¬ 
mony are sacrificed to it. Supply these qualities, and 
we have music that will appeal to all. As examples of 
such music, try these pieces, all of which are rhythmic 
and playable: , 
Grainger: Country Gardens. 
MacDowell: Hungarian. 
Rachmaninov: Polichinelle. 
Poldini: Marche Miguonnc. 
J. A. Carpenter: Polonaise Amcricaine. 
For the older people, you may add: 
Coleridge-Taylor: Deep River. 
Nevin: Narcissus and Barchetta. 
Moszkowski: Guitarre. 
Cyril Scott: Danse negre. 
These are modern compositions, of real musical merit. 
Properly performed, they should be enjoyed by everyone 
who has any music in his soul. 
“I used to think of music as I thought of lace upon 
the garment—a very desirable thing if one could afford 
it, but I have come to believe that music is one of the 
essentials in our community life and that we cannot 
afford to neglect its development.”—George Eastman. 
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THE “RADIO” VOICE 
A press clipping informs us that “Radio 
is developing an entirely new type of vocal 
artists,” according to Miss Eleanor Poehl- 
er, director of Station WIAG, Minneapolis 
and St. Paul, “who formerly was a so¬ 
prano soloist well known in western musi¬ 
cal circles.” 
“Thousands of voices that have not the 
volume required to fill even small halls 
have a sweetness rarely found in voices 
of greater carrying poWer,” Miss Poehler 
declares. “Before the advent of radio 
broadcasting the range of such voices was 
limited to the confines of a small room and 
persons possessing them were known as 
‘parlor singers.’ The system of sound 
amplification made possible through the 
development of radio has supplied the 
volume and power necessary to make these 
sweet voices heard in every nook and cor¬ 
ner of the globe. ‘Radio’ voices they are 
called; and they are heard nightly in thou¬ 
sands of homes.” 
At present the singer for broadcasting 
purposes is unpaid, a great pity; but this 
cannot last. Soon new possibilities will 
open up for singers cf the kind described 
above. The writer recently had a most 
interesting talk with Mrs. O’Brien, of 
"KPO” San Francisco; a new kind of im¬ 
presario engaged in securing broadcasting 
artists. It was curious to hear her speak 
of “radio-artists” as though they were a 
class apart. So they are. Radio music 
has to pass twice through a diaphragm, 
once at the transmitting end and again at 
the receiving end. Just as some voices 
“record” better for the phonograph, so 
some “radio” better than others. All very 
interesting, and fraught with possibilities. 
Incidentally, a broadcasting station im¬ 
presario apparently needs an infinity of tact 
in weeding out the fit and unfit from the 
multitudes of singers eager to make their 
debut on this new concert stage whose 
limit is the world’s end. 
The Musical Scrap Book 
Anything and Everything, as Long as it is Instructive 
and Interesting 
Conducted by A. S. GARBET1 
THE ILLUSION 
In his book, “The Artist at the Piano, 
George Woodhouse reminds us once again 
that the tones of the piano begin to die 
away the moment after the hammers strike 
the strings. “Pianoforte tones,” he says, 
“are characteristically evanescent. From 
the moment they appear they begin to dis¬ 
appear, regardless of the player’s wishes 
and intentions. Yet the pianoforte, de¬ 
spite its shortcomings, has received more 
favor at the hands of great composers than 
either voice or violin. 
“We certainly cannot attribute this pref¬ 
erence' solely to the greater harmonic pos¬ 
sibilities it affords. Its limitations are 
compensated by. the great factor, illusion. 
“The 'pianoforte crescendo and dimin¬ 
uendo' in the hands of an artist are as 
convincing to the listener as those pro¬ 
duced * by other instruments. Yet this 
crescendo is a. sequence of diminuendos. 
and a“diminuendo a broken succession of 
ever-decreasing crescendos. The illusion 
would be more vividly brought home to us 
OF PIANO TONE 
were it possible to arrest the movement of 
music and register the actual sound effects 
so that the eye could perceive them- 
“All lovers of the pianoforte and its 
music ought to be truly thankful for the 
illusion which shields their' musical sense 
from the actual facts. It is no exaggera¬ 
tion to say that more of the great composers 
would have regarded the pianoforte as a 
medium for their expression were it not 
that the rhythmic sense so subordinated the 
other faculties as to cause the limitations 
of the pianoforte to pass unnoticed.. There 
is sufficient evidence in the markings of 
their compositions to prove that composers 
are conscious only of the illusory effects 
and not of actualities. 
“Beethoven evinced supreme disregard 
for the instrument’s restricted capacity; he 
actually wrote crescendo signs to semibreve 
(whole note) pulses! But any one who 
cares to search will find that pianoforte 
music presents many such apparent 
anomalies.” 
THE WRITING OP SONGS 
“Fortunes in Song-writing,” run the 
guileful advertisements, wherefore we re¬ 
print the salutary advice of Charles Vil- 
liers Stanford in his book, Musical Com¬ 
position (a book which all should read, 
composers or not) : 
“The first attempt of a tyro usually takes 
the form of writing a song. This is prob¬ 
ably because the lilt of a poem suggests 
a musical phrase, stirs the lyrical feeling,' 
and perhaps appeals to the dramatic sense 
which composers must possess in order to 
be composers at all. But the tyro does not 
khow, what in course of time he will in¬ 
fallibly find out, that to write a good song 
is one of the most difficult tasks a com¬ 
poser can set himself. Song writing is 
miniature painting. The detail must be 
perfect from the first note to the last, 
capable of being examined under a micro¬ 
scope, and standing the test without show¬ 
ing a flaw. It demands a power, which is 
perhaps the hardest of all to acquire, of 
suggesting large and comprehensive ideas 
in a confined and economical space, and 
expressing small and dainty ideas without 
overloading them on the one hand or un¬ 
derestimating them on the other. 
“First attempts; then, ought to be in 
the direction of. melodic writing for an 
instrument, and preferably for the violin, 
which can play them in the pure scale. 
Write a melody in intelligible sentences, 
which is logical and clear in tonality, and 
to that melody write a good bass. Do not 
trouble about the intervening parts; they 
will cbme of themselves, and to any one 
who knows his technic, with the minimum 
of trouble.when a song was brought 
to Brahms for critieism, he invariably 
covered up the right-hand part of the 
pianoforte accompaniment before he look¬ 
ed at it, and primarily judged it by its 
melody and bass. The rest, he said, were 
‘trimmirigs.’ ” 
HOW SCHUBERT LOST A JOB 
How the impoverished Franz Schubert face. Then Duport was seen going from 
lost a position as Vice-capellmeister of the one to another of the principals and dis- 
Imperial Court in Vienna worth 1200 cussing matters with the singer and 
florins (about $600, and of high purchas- the chief musicians present. Schubert sat 
ing power compared to the dollar) be- through this painful scene like a marble 
cause of his high artistic principles, is figure, with his eyes fixed on the score be- 
recorded by E. Duncan- in his life of fore him. Then after a long interval 
Schubert. Duport advanced to the orchestra and 
“The candidate,” he says, “was to set politely addressed the composer in these 
some operatic scenes, for .which the words: “Herr Schubert, we will postpone 
words were provided by Duport the the rehearsal for a few days, and I must 
manager. This was of course quickly beg of you tO| make the necessary changes 
accomplished and placed -in rehearsal. ;n the aria at least> ;n ord„r to make ;t 
Then the hitch occurred. Mdlle. Schechner, easier {or Mdlle. Scheduler.” Several of 
the great prima donna, called upon Schu- • .« * • • , . i J1 1/ ,1 • • , • 1 •, . ’the musicians in the orchestra joined in bert to alter the principal air, by shorten- 1 . • . . «« „ A « i t , , 
ing it at$ simplifying the accompaniment. 0 yle_ • u c u ert had 
Schubert refused, and at the first re- listened with increasing anger to the speech, 
hearsal Mdlle. Schechner broke down. She and shoutme out> at the top of his voice, 
sank excused on a chair by the side of wiU alter nothing,” he shut tjie score 
the proscenium. Sdrndler continues as with a loud bang, placed it under his arm, 
follows: ‘There was a dead silence through- and marched home. Thus there was an 
out the house, and consternation in every end to all hope of. the appointment.’ ” 
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ZlMBALI ST’S “TITIAN” ST RAD 
“In the beginning of the eighteen 
hundreds,” says Samuel Chotzinoff jn 
Vanity Fair, “a shipment of Stradivariuj 
violins to a dealer in London was returned 
because of the prohibitive sum ,stipulated 
as the selling price. This was four 
pounds a violin! A hundred years later, 
Mr. Zimbalist, sojourning in Paris, pays 
after proper haggling, the sum of $33,000 
for a Stradivarius violin which had never, 
since it left the Master’s workshop in 
Cremona, been heard in a public perfor¬ 
mance anywhere on the globe. 
“This is the ‘Titian Strad’ which made 
its maiden appearance in concert at Mr. 
Zimbalist’s recent recital in Carnegie Hall. 
“The years 1710 to 1720 were, according 
to connoisseurs, the finest period of Strad¬ 
ivari’s long and productive career; and the 
violins made in those ten years show a 
culmination of both the artistic and scien¬ 
tific genius necessary for the production 
of so beautiful and delicate an instrument. 
Mr. Zimbalist’s ‘Titian’ was made in the 
year 1715, at the very peak of that amaz¬ 
ing interval. It is not on record whether 
the violin was commissioned by the Count 
d’Evry, its first owner; but it is reason¬ 
able to assume that Stradivari, at the 
height of his fame, would hardly have 
found leisure for any work but <■. unmis¬ 
sions. However, the record has it that the 
‘Titian’ was in possession of the d'Evry 
family until the end of' the eighteenth 
century. 
"It is not known how long the 'Titian' 
remained with the Count d’Evry, nor how 
it came into the possession of the fount 
d’Sauzay, who was its next owner. In 
1872, it was sold through the violin (b aler, 
S. P. Bernardel, to a Monsieur Baker, 
who received a certified history of the 
violin and an explanation of the name 
.‘Titian’; (this instrument, baptized the 
Titian because of its suberb red varnish, 
is classed with perhaps the 4 or 5 finest 
existing Stradivari violins). 
“Mr. Zimbalist paid an astonishing price 
for his latest acquisition, but the beauty 
cf the violin and its splendid state of pres¬ 
ervation are even more astonishing. The 
most careful inspection has failed to dis¬ 
cover the slightest crack or imperfection 
in the wood. The scroll is gracefully im¬ 
aginative, yet noble and solid; the ‘f holes 
provocatively irregular; the belly chastely 
rounded. When it appeared on the stage 
at Carnegie Hall after a quiet and tenderly 
guarded existence of two hundred years, 
it was, outwardly, ip the condition in 
which it left the hands of Antonio Strad- 
THE YOUTH OF 
A virtuoso is not necessarily an apostle 
of virtue; and certainly Liszt was not; yet 
one wonders what the outcome would have 
been had his father not died while Franz, 
who idolized him, was still a sixteen-year- 
old boy. His mother also, he adored, but 
she was indulgent. “After his father’s 
death (in 1827) he was left perfect free¬ 
dom in arranging his mode of life,” says 
Raphael Ledos de Beaufort in his book, 
The Abbe Liszt.., “His mother refrained 
from interfering in all that did not relate to 
household affairs; and yet, with his artis¬ 
tic nature, he had no idea of a suitable 
division of one’s time for attending to 
one’s various duties or occupations. His 
father's experience and guidance were 
sadly missed now. The division of the day 
was now merely accidental, depending sole¬ 
ly upon his humor at the time. One day 
he would practice on the piano; the next 
he would neglect to do so; sometimes he 
FRANZ LISZT 
would study in the morning; at other times 
he would do so in the evening; just as he 
felt inclined. His time was not better di¬ 
vided for his lesson, which would often be 
short to-day and long to-morrow, just to 
suit his convenience or whim. He was also 
most unpunctual, arriving sometimes too 
early and other times too late; sometimes, 
also, he would not put in an appearance. 
His want of method and order was notice¬ 
able in the way he took his meals. He 
would often come home late at night with¬ 
out having tasted solid food all day, and, 
whilst waiting for his food to be ready, he 
would take a glass of spirits or a glass of 
wine, by way of staying the faintness aris¬ 
ing from his long and voluntary fast.... 
He himself often deplored in after life the 
fact of his having been left so early in 
life sole master of arranging his time as 
he thought fit, and sole judge of what 
course he was to follow.” 
THREE STEPS UP 
A somewhat unusual book is Musicia 
of Sorrow and Romance, by Frederic La 
rence, in which the author expresses hii 
self in terms of romantic philosophv, w: 
singular charm and insight. With rega 
to Robert Schumann, he points out tl 
“There were three occasions in the yot 
of Schumann when influence external 
Ins own genius had a direct action up 
his career, and each had its place in 1 
development of his personality. The fi 
was when he passed into the office of t 
lawyer and found music. The seco 
when, through injury to his hand. 1 
career of the virtuoso became closed 
him composition alone remaining. 1 
third culminated in his marriage, when 
spirit, having been given the di recti 
was granted flight. Clara had broken 1 
seals which only a woman’s hand may fi 
and a soul had swept upward which : 
alone, of all those who had known h 
had seen hidden, and the greater life 
Kobert Schumann had begun.” 
“Tiie secret of success in life is for 
man to be ready for his opportunity wl 
it comes.”—Disraeli. 
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* From here go back to % and play to Fine; then play Trio. 
Copyright MCMXXIII by A. Hammond & Co. 
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nor Key in left hand melodyplaying,and in thirds. 
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happy hours 
A “graceful dunce”in modern style. Very useful as a study in rhythm. Grade 3. 
Moderato m.m. J=ioh 
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Will the young beginner love or hate practice? 
UNLESS one thing happens, the little be' 
ginner in music will never like practice 
—will never be a real musician. Unless she 
discovers music for herself she will never 
put her heart into her practicing. Before 
she can produce music she must love music 
and want to create it. To love it she must 
know it—and to know it sh'e must hear 
music, good music, constantly. When she 
learns what music is, when she grows to 
listen with her heart as well as with her 
ears—then she will understand that prac' 
tice is only a step toward creating music 
with her own hands. 
Think what a difference an Ampico can 
make in the whole musical life of the little 
girl who is just starting on the study ol 
music. Through the Ampico, the worlds 
greatest pianists can tell her how beautiful 
real music may be. Rachmaninoff will play 
for her—austere melodies of snowbound 
waste lands. Lhevinne will charm the strings 
into telling her a joyous story of sunny lands 
and laughing children. The little girl who 
hates to practice will discover that music 
means something! 
In a few days practice will seem new and 
interesting. She will know what practicing 
is for. She will be learning to make music! 
What is the Ampico? 
The Ampico is first of all a fine piano one 
that any artist would like to play. 
But the Ampico is much more than a fine 
instrument. Concealed within the piano is 
an almost magical device that brings the 
great pianists of the world to play for you 
whenever and whatever you like. So, in an 
Ampico, you have the piano, plus the artist 
—the combination that must be effected 
before music can result. 
The music of all the world is yours to 
command, through the Ampico. Sonatas, 
hymns, ballads, dance music-you can have 
any composition you know or want to know. 
Modern concert music is included in the 
Ampico library almost before the critics 
have decided what they think of it. The 
latest dance tunes are recorded for the 
Ampico even before Yale juniors have 
learned to whistle the choruses. Then there 
are the musical treasures of generations— 
an inexhaustible store of melody. 
The Ampico is found exclusively in fine 
pianos. It can be had only with pianos bear' 
ing these names of enviable fame—names 
which, for generations, have stood for in' 
struments of quality 
Knabe Chickering 
Fischer Haines Bros. 
Marshall fc? Wendell Franklin 
In Canada the Willis also 
Note that the Knabe and Chic\ering are two of the four 
great pianos in general use on the American concert stage. 
A few of the famous artists the 
Ampico brings to you 
EmoDohnanyi ■ Leopold Godowsky PMfip Gordon 
Mischa Levitzki • Josef Lhevinne • Alfred Mirovitch 
Benno Moiseiwitsch • Mieczyslaw Mur* ■ Leo 
Ornstein • Sergei Rachmaninoff • MonzRosentha^ 
Henry Souvaine • and Playing Popukr MuS1c : Adam 
Carroll ■ J. Milton Delcamp • Edgar Fairchild • Henry 
Lange • Vincent Lopez • Ralph ReichenthaL 
Exchange your piano for an Ampico 
Your present piano will entitle you to an allowance 
in buying an Ampico. The dealer will also be glad 
to arrange convenient terms of monthly Payments. 
Foot'power model, $795 • Electric models: uprights, $985 
to $1800; grands, $x975 to $5000. With freight added. 
Where will you first hear the Ampico? 
Perhaps you will hear the Ampico for the first time 
in your neighbor’s home—or at your club—or, just 
as freely, at the store of the dealer nearest you. 
Wherever you hear it—the Ampico will mystify 
and delight you. 
If you are not near a store where the Ampico is 
sold, or if you want to know more about the Ampico 
before hearing it, write to the address below. You 
will receive a booklet descriptive of the Ampico and 
information as to where you may hear it. 
THE AMPICO COMPANY • 437 FIFTH AVENUE • NEW "TOBTC 
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Combining the world-famous Brunswick Phonograph 
with the superlative achievements in radio, the 
Radiola Super-Heterodyne and Regenoflex—an entirely 
NEW conception of the musical possibilities of radio 
HERE is a musical instrument worthy 
of distinguished place in the world 
of musical art. An instrument you can 
buy with positive assurance of lasting 
satisfaction and permanency. 
For years, music lovers asked Brunswick 
for radio. And this is the result... an 
instrument worthy, by international test 
and proof, of the name that it bears. For 
it combines the Brunswick Method of 
Reproduction with the notably out¬ 
standing equipment of the Radio Cor¬ 
poration of America. 
What it is 
You have enjoyed the thrill of radio. 
Now, in addition, you get the orchestra, 
the artist performing miles away, in abso¬ 
lute and amazing musical clarity . . • not 
a subtle tone nor shade of beauty missed. 
[a] A radio and a phonograph in one. 
At a turn of a lever, all the world of 
music, entertainment, the mysteries of 
the air,brought into your home. Another 
turn, and here are your favorite selec¬ 
tions, your favorite records played as 
only a Brunswick can play them. 
Not a makeshift 
A phonograph to play your favorite music for you always 
I 
II 
Illustrating Brunswick Radiola No. 360 in the home 
See now at Brunswick dealers so as 
to be sure of delivery 
Advance models are now on display at your local 
Brunswick dealer’s. 
To be sure of getting one of these instruments, choose 
now. Special demonstrations, day and night, at the 
“Sign of Musical Prestige”—your Brunswick dealer. 
[x] The world’s outstanding radio com¬ 
bined with the supreme in reproduction. 
Hence—radio with a new depth of tone, 
with the musical quality of a fine musical 
instrument. 
The Brunswick Radiola represents the 
joint achievement of two noted research 
laboratories—those of the Brunswick 
laboratories in music, those of the Radio 
Corporation of America, to whom the 
1 
i 
the etude 
The music of the 
Advancement in Radio 
RADIOLA- 
most noteworthy ad¬ 
vancements of radio 
aretraced universally. 
It is not a makeshift instrument, not an 
experiment. Not simply a radio receiver 
set into a phonograph. But a scientific 
combination developed jointly by these 
two companies to attain the superlative. 
It means that the Brunswick Method of 
Reproduction, the unique method that 
brought phonographic music into the 
realms of higher musical expression, has 
been subsidized to do the same for ra io. 
Moderate prices— 
Liberal terms of payment— 
Instruments now on display 
So as to bring this instrument within the 
means of every home, many different 
types and styles have been developed 
and liberal terms of payment provided. 
Some are priced as low as $190, em¬ 
bodying the master craftsmanship in 
cabinet work which characterizes 
Brunswick. 
Some embody the noted RadiolaSuper- 
Heterodyne. Others, the Radiola 
Regenoflex, the RadiolaNos. 3 and 3A. 
The Brunswick Radiola 
Super-Heterodyne 
_some remarkable features: 
1 Requires no outside antennae no 
ground wires. Put it in any room- 
plays wherever you place it. 
2 Amazing selectivity, permitting you to 
“cut out" what you don’t want to hear 
and pic\out instantly what you do. Con¬ 
sider what this means in big centers. 
3 Combines the superlative in radio with 
the superlative in phonographic repro¬ 
duction—a 
phonograph 
and a radio' 
the BRUNSW1CK-BALKE-COLLENDER CO. 
Manufacturers—Established 1845 
PHONOGRAPHS • RECORDS • RADIOLAS 
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A very useful study inthe singing tone and in“double stops.” 
^Moderato con espressiong. 
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THE ETUDE CRADLE OP GOLD DANIEL PROTHEROE 
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the low €o$t 
eomes as a Surprise 
People who have wanted a baby grand, but hesi¬ 
tated on account of the cost, have learned with 
delight that so fine an instrument as the Brambach 
could be had at so modest a price. And they have 
been no less surprised to know that the Brambach 
Baby Grand requires no more space than an upright. 
You should know more about the Brambach's tonal 
and physical beauty, developed during ioi years 
of good piano making—more about the ease with 
which it will fit into your home. 
Simply mail the coupon for de luxe brochure and 
a paper pattern showing the Brambach s exact size, 
and the name of the nearest music merchant who 
sells the Brambach. 
Sold by leading dealers everywhere 
Please mention THE ETUDE when addressing our advertisers. 
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rTl HE following article is taken from 
X a book recently issued by the Oxford 
University Press, made up in part of lec¬ 
tures delivered at Oxford University by 
Mr. Hermann Klein, a well-known voice 
The title of the book is “Bel Canto.” 
“It is not easy, of course, to grasp and co¬ 
ordinate the various factors that make up 
the true art of singing from the printed 
page alone, nor can they effectively be put 
into practice save under skillful and ex¬ 
perienced guidance. Art is a thing of 
imitation, and in the study of singing 
you require the aid of the living model 
and critic as absolutely as in the study of 
painting or dancing. Nevertheless, a clear 
record or statement of facts is essential, 
and the printed page may therefore be re¬ 
regarded as a valuable accessory to the 
work of the teacher. 
“Garcia recognized this when he published 
in this country an English translation of 
his famous Traite complete de I’Art du 
Chant (Complete Treatise of the Art of 
Song) which first appeared in Paris in 1840; 
and again when he supplemented it fifty- 
four years later with his Hints on Singing, 
which embodied all the subsequent expe¬ 
rience garnered during a life time of'suc¬ 
cessful teaching. 
“The main essentials, of the Italian sys¬ 
tem are the mastery of— 
(a) Breathing 
(b) Resonance 
(c) Vowel-formation and'Attack 
(d) The Sostenuto (Sustained Tone) 
(e) The Legato (Slow Scale, Reg¬ 
isters) 
(/) The Portamento 
(g) The ‘Messa di Voce’ 
(h) Agility (Coloratura, Ornaments, 
etc.) 
“This order of progression is natural 
but by no means invariable. For example, 
the formation of a vowel shape must neces¬ 
sarily precede the attack of a sound, but 
the study of its manifold variations would 
have to come later. So the slow scale 
will naturally proceed simultaneously with 
the legato; whilst the quick scales form 
part of the acquisition of agility. 
(a) Breathing 
“Although scientific Breathing stands both 
at the base and the apex of the whole vocal 
structure, it is, nevertheless, the thing most 
neglected and most misunderstood in the 
average modern practice of this art. Cor¬ 
rect instruction in respiration is, I think, 
the feature which chiefly differentiates the 
good teacher from the bad, the efficient 
master from the charlatan who misleads, 
cheats, and defrauds the innocent and un¬ 
wary pupil. We cannot too frequently 
repeat the familiar saying of Maria Celloni: 
‘Chi sa respirare sa cantare.’1 
“But commonly the novice is told, if told 
anything at all about respiration, to take 
a ‘deep breath’; to fill the lungs with air 
as though crowding the chest with ozone 
or inhaling the perfume of flowers; to 
breathe in or out ‘from the waist’ (where- 
cver that may be), or even to expand the 
abdomen with a vigorous outward push of 
that obscure muscle, the diaphragm. 
“Obedience to these familiar rules must 
inevitably tend to guide the student in the 
wrong direction and lead to bad habits 
w(iich, once acquired, are exceedingly hard 
to eradicate. The breathing taught by the 
old Italian masters entirely reverses the 
order and changes even the physical charac¬ 
ter of the usual processes of inhalation and 
exhalation which form part of our daily 
life. Singers proceed differently; hold their 
bodies differently; train their muscles and 
organs to act differently. And yet from 
first to last the whole procedure' is normal, 
'He who knows how to breathe knows how 
The Singer’s Etude 
Edited by Vocal Experts 
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Factors That Make Up the True Art of Singing 
By Hermann Klein 
beneficial to the health, unfailing in its 
accomplishment of the right result. 
“One seldom hears talk of abdominal 
breathing. It is this filling of the lowest 
part of the lungs by the expansion of the 
stomach which not only flattens (and there¬ 
with locates) the hidden diaphragm, but 
prepares for its contraction when the 
stomach is drawn in and the ribs are raised, 
thus giving the necessary impetus for the 
expulsion of the breath by muscular pres¬ 
sure from below the middle of the body, 
not from the region of the chest. 
“This mode of inhalation is doubly ben¬ 
eficial : (1) because we are only able com¬ 
pletely to inflate the lower part of the lungs 
by slowly introducing the air there first 
and filling the upper -part during the same 
inhalation afterwards; (2) because, where 
we feel the breath go, thence shall we expel 
it; and, inasmuch as steadiness and purity of 
tone are only to be obtained by this upward 
pressure from between the lower ribs, just 
above the stomach, we thereby learn how to 
avoid all superfluous or ill-directed pres¬ 
sure, we learn how to control our breathing 
action from the region of the diaphragm; 
and how, finally, to keep , the chest high 
and firm, utilizing it as a receptacle for air 
not inhaled directly into, it from without, 
but pressed into it from the lung spaces 
underneath. 
“Thus concentrated, the breath virtually 
becomes ‘compressed air’, that is, air pos¬ 
sessing an inherent force of its own. Hence 
its greater power, moving always by mus¬ 
cular contraction in the upward (the neces¬ 
sary) direction, and, so doing its work of- 
creating tone - in all degrees of loudness 
with the minimum of physical action or 
effort, and with, a total absence of. strain. 
- “This I believe to be the old Italian system 
of breathing, as it was taught by Manuel 
Garcia, and as I haye taught it myself for 
many years. The secret of its success lies 
primarily in the controlling .power,, of the 
abdominal support and action;- Much" de-‘ 
pends, however, upon a correct attitude of 
the body, the capacity for retention and 
expulsion of the breath in any required 
volume or degree, and the ability to per¬ 
form the mechanical functions of the 
breathing apparatus either slowly or quick¬ 
ly, as may be needed, with the'same sub¬ 
conscious, automatic accuracy, smoothness, 
and noiselessness of operation. 
(6) Resonance 
“The old Italian teachers had no trouble 
in obtaining a bright, ringing tone. ‘Reson¬ 
ance,’ therefore, may not have entered very 
largely into their theory, but was far from 
being ignored in their practice. Thanks 
chiefly to their ‘open’ vowels an easy ‘for¬ 
ward’ tone came naturally to the majority 
of their students, especially the native ones. 
If it did not, the masters opened their pupils’ 
throats (temporarily at least) until the 
sound-waves had learned to find their way 
to every facial cavity or space (besides the 
mouth) that was capable of ‘reflecting’ a 
vocal tone. The idea seems simple enough. 
s full “The voice, in order to acquire 
vibrant power, must have the a;d of a 
‘reflector,’ just as surely as the light burning 
in a lighthouse. The singer can no more 
dispense with its aid than the performer 
on the piano or the violin could dispense 
with that of a sounding board. 
“As the act of singing is a natural organic 
function, common to the majority of civil¬ 
ized people, there is no need to discuss here 
the physiology of tone production. The 
point is, rather, whereabouts is that tone 
situated or sounding when it has left the 
larynx. The answer is that a clear note is, 
at the moment of its utterance, instantly 
ringing clear and true in its ultimate po¬ 
sition, projected and maintained there by 
steady diaphragmatic breath-pressure, and 
enhanced in strength and color by shape 
and other influences. To the singer the 
resulting sensation is that-the tone is com¬ 
ing not froth the throat at all, but existing 
ready-made in the area to which it is re¬ 
flected. - 
“Free, unobstructed- access to these ‘for¬ 
ward’ cavities can alone enable the voice 
to obtain all the advantages of complete 
resonance. .Properly directed and well 
supported by the breath,. it can entirely 
escape the,danger of a nasal quality and 
attain increased beauty of timbre, diversity 
of color, and penetrative, power. 
(c) Vowel-Formation and Attack 
“The formation of some vowel shape must 
necessarily precede the-attack of a vocal 
sound—an act which involves, the; opening 
of the mouth. If we ising with the mouth 
shut we hum; but. the . act of'humming 
is not without-its use as a means for indi¬ 
cating where the vibfation of the sound¬ 
waves may be fell re-eclibing itylthe facial 
resonators when unable to maker their exit 
by the ordinary route, ; 
.“When we open the mouth to sing a note, 
■it must ,he,done by dropping-the lower jaw, 
'and without' moving the head, which re¬ 
mains erect and still. The tongue flattens 
as the jaw descends, whilst the pharyngeal 
space at the back of the throat enlarges 
as the soft palate rises and forms the rbof 
of the mouth into a dome or ‘arch. The 
shape thus created gives us, without fur¬ 
ther preliminary action, the natural mold 
for the formation of the universal vowel 
sound ‘ah’ that is, the first vowel of the 
Italian alphabet. 
“The formation of other vowels, no matter 
what the language, is simply a variation 
on this fundamental process, although the ■ 
sense of their location seems to the singer 
to be different with different vowels. In 
reality vowel sounds should all feel alike, 
to the extent that they feel so when we 
speak them. Only, some vowels create a 
more naturally ‘forward’ position than 
others, and those that do not must, by 
correct treatment, be made to acquire an 
equal degree of resonance. 
“The outcome of this assimilation is that 
the singer finds both tone and vowel im- 
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pinging upon the same identical facial area, 
that is to say, in the ‘mask;’ and there 
alone, will their union be made perfect. I„ 
no other fashion and by no other mechani¬ 
cal means can ‘speech and song’ be resolved 
into a single function. 
“Garcia says (Hints on Singing, p. 12) 
that ‘the. Pharynx ought to be considered 
the real mouth of a singer.’ The idea is 
not an easy one to convey in words, but I 
understand it to mean that, just as the 
mouth contains the organs of speech (with 
especial reference to consonants), so the 
right place for forming vowel shapes and 
originating tonal character is the pas- 
sage leading from the throat to the nasal 
cavities. I also believe the idea in question 
to have been an essential feature of the 
old Italian method. 
“Another idea was the utterance of ‘open’ 
sonorous vowels in a natural manner en¬ 
sured a free, elastic movement of the jaw, 
without the least muscular stiffness, leaving 
the tongue ‘limp and motionless,’ yet not 
entailing an excessively wide opening of the 
mouth, which ‘favors neither low nor 
high notes.’ This, the true singing position, 
is a matter of the utmost importance, and it 
is peculiarly associated with the teaching of 
Manuel Garcia. 
“The assuming of the singing position 
as a mental and physical attitude corres¬ 
ponds to the spontaneous gesture of the 
speaker. It coincides with the inhalation of 
the breath, and is immediately followed 
by the act of phonation or attack of the 
sound. The old Italians were right in their 
location of the true source of attack when 
they said respirare, c poi appoggiare; inhale, 
and then support with the breath. An in¬ 
flated air-cushion, once the screw is tight¬ 
ened, affords a firm and resilient support 
for the whole weight of the body. Sim¬ 
ilarly, the voice must rest easily and com¬ 
fortably upon the solid column of air that 
holds it in position. 
“And it must do this from the outset. 
From the moment that the singing position 
is assumed and the vowel shape formed, the 
diaphragm takes control; the breath is 
impelled upwards into the chest, towards 
the throat, where it becomes tone, and to¬ 
wards the resonators, where it becomes a 
voice. . The whole process is comprised 
in a single physical movement, in a smooth, 
even exhalation. Therewith, not in the 
throat nor with any perceptible action of 
the glottis, but in the ultimate ‘forward’ 
area to which it has been projected, does the 
attack of the vocal tone actually begin. 
“I need scarcely add that the misuse of 
Garcia’s scientific definition, coup de la 
glotte, is no longer tolerated by the best 
teachers. 
“In vocal attack the intensity of the 
glottic action may vary according to cir¬ 
cumstances. It depends largely upon the 
nature of the utterance or the emotion to 
be expressed. A perceptible glottic impetus 
is not in certain cases inadvisable. For the 
singer there must be but one aim—that 
the tone, whatever its character, is to be 
so prepared, mentally and physically, that 
it shall sound perfect from the start. 
(d) The Sostenuto (Sustained Tone) 
“In the old Italian school of singing nothing 
used to be more admired and cultivated than 
an absolutely steady tone To-dav even in 
,Ita!?. " s,t,rong vibrato or a quivering tremnU) 
ently „. T ;„-y preferred, 
rn Milanese “maestro ei 
“Whether a trembling t< 
U il . anorner IIttVf ■ 
^\in rnal an'’ ^emal. that the v 
unioh Mozart wrote dirl not suffer from 1 
particular drawback. The sin did not bee< 
common until some years after it had star 
at the Paris Opera in the midway of the 1 
century. Meyerbeer. Auher. and Gou: 
openly expressed their detestation of it. 
alliance either with a strain of pure niel 
or a declamatory passage, a trembling vo 
no matter how pleasing its quaiitv per sr. 
always sounded disagreeable to the ears of English audience. 
“Intelligent use of the method of breath 
described above practically obviates all dan 
of an unsteady tone. Instinct for the exac 
the etude 
x meant of breath-pressure should he 
the good singer and made reliable 
ment ol u‘ f breath and this adjust- 
-This economy ^^^nt sinee thp ranscles „{ 
raent are lure i resist automatically in 
the throat > the Taryillf, degrees of 
throne '•'''^ “ot think^of the Cbroat,^£* 
fleeted 'or placed; that is the true point 
(i’njipu!- perfect sostenuto can only 
be obtainSiTwhen thelinger hM the^ensation 
extending from ’ the reSon of the" diaphragm 
t0-TheaSdationsOof strength and varieties of 
tonJc<d»r, like cultivation of the mezzo. Hi. are thin- 
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VirtZr taught in books. They are best ac- 
q!dml by careful listening and clever imita- 
a beautiful mezza vi c (‘half 
e idea) 
r ought 
knack of aitroke at golf or lawn tennis; and 
the ear must be kept upon the tone as the eye 
upon the ball. 
““The art of skillfully graduating a crescendo 
head of ‘Messa di^ \ ce’) shouid be associated 
avor to purity the tone. 
H is the purc sound that travels farthest, not 
fte merely loud one. The delicate mezzo race 
lm"<-ontrasttenof less d^lighHul^than . 
that of the most exquisite variation in nuances 
of v0l?r„.,{i fvorkednat forbears'll necessary, 
unfli^thcy^arp^dcfimtely0 gained. 
(«) The Legato (Slow Scale, Registers) 
“It is one thing to sing a single note well. 
To sing a group of notes all equally well, 
with a clean, direct transition from the 
middle of one to the middle of the next 
involves a good deal more than appears 
upon the surface, 
“It means, to begin with, command of the 
pure Legato, a term more readily under¬ 
stood on an instrument than in the human 
voice. The singing of the scale in the legato 
manner has often been compared to the 
stringing of a row of pearls. When they 
are perfectly matched they form the per¬ 
fect necklace. The act of uniting notes 
identical in quality and color with un¬ 
broken smoothness constitutes the perfect 
legato. 
“The first step is the management of the 
breath. Every note must be supported' 
from the region of the diaphragm with 
the degree of pressure that it demands, not 
for itself alone, but in its relation to its 
neighbors and the true gradation of the 
entire series. The higher the pitch of the 
note the greater the degree of pressure re¬ 
quired, and vice versa; the ear and the sense 
of volume must combine to secure and pre¬ 
serve the even gradation of the scale up 
or down. The great point is to make sure 
of the identity of the tone. 
“It is not necessary to begin either at the 
top or the bottom of a scale. The old 
Italians were wise enough not to enforce 
an arbitary rule on this point. Their plan 
(adopted also in Paris by the great singer 
and teacher, Faure) was to find the best 
note in the middle of the voice and use it 
as the pivot on which to balance the two 
halves of the scale lying above and below 
it. In this way they had less difficulty in 
obtaining an even scale and a smooth legato. 
“This device is so effective that many 
years ago I invented for the study of it a 
form of rhythmical slow scale in three 
sections, each commencing on the dominant. 
The key must be varied so that the dominant 
in every case may afford the safest model 
for the succeeding notes: 
“This slow scale must be sung with the 5g=g 
dark or ‘closed’ tone (voir sombre), where- 
as quick scales and runs are best executed Vfj 
in the bright or ‘open’ tone (voix claire). U 
which lends itself more readily to passages ,< 
requiring flexibility.2 
“Just as the dominant or initial note sup¬ 
plies the model for the others, so must the 
breathing of the descending scale be im- ; 
itated in the ascending scale (not the ; 
reverse). The legato is always easier, [ 
neater, and to be employed with better : 
gradation on the down scale—certainly e 
at first. 
“The point is that, whether the voice be 
mounting or descending the scale, the 
same note shall always be sung in the same 
manner; that the ‘pivot’ tone, when re¬ 
turned to or sung in passing, shall invari¬ 
ably sound quite the same. 
“The ability, however, to manage this 
depends upon the correct blending of the 
registers, an important matter upon which 
I can only touch briefly here. Unless the 
differences of sensation and changes of 
mechanism which characterize what are 
known as the ‘registers’ of the human voice 
have so merged into each other as to create 
a harmonious whole, smoothness of scale 
or legato singing is out of the question. 
“The provision of registers, with their 
three different mechanical actions, enables 
the same vocal cords to produce a succession 
of sounds of extensive range. They thus 
add to what might otherwise be a relatively 
limited compass and provide for an in¬ 
finitely greater variety of timbres. Until 
Manuel Garcia discovered and invented the 
laryngoscope, the nature of these different 
mechanisms was not understood; the effect 
was known, but not the cause. From close 
observation, however, one fact appears— 
that we must not alter our manner of sing¬ 
ing because we feel the mechanism to be 
in some subtle way altering its automatic 
procedure. Interference is bound to entail 
disaster. 
“The solution of the problem lies in uni¬ 
formity-uniformity of breathing, of ‘sing¬ 
ing position,’ of resonance—the last is 
perhaps the most important.. So long as 
the voice is securely reflected in its ultimate 
forward position and is sustained' there by 
the breath, supported from the diaphragm, 
the vocal cords will enjoy, the elasticity and 
freedom essential for modifying their 
action, without sudden change or ‘break’ 
which is commonly heard. Otherwise, the 
modification cannot be made imperceptibly, 
and the abrupt transition from one register 
to another will become audible. The blend¬ 
ing tone, if properly graduated, extends 
over three or at most four notes, to which 
the French give the name of voix mixtef 
“With the aid of this voix mixte, the 
union of the ‘chest’ and ‘medium,’ of ‘medi¬ 
um’ and ‘head’ tones, proceeding either up 
or down the scale, the voice can be brought 
into line throughout its whole compass. Once 
the uniformity is achieved the secret of the 
legato, elusive as it may appear, becomes 
comparatively clear. The, eclectic ear of the 
singer must do the rest. 
(f) The Portamento 
“The portamento resembles the legato, 
only in its. execution the carrying of the 
voice is. made audible over the interval sep¬ 
arating the two notes. 
“The mastery of the portamento is not 
more elusive than that of the legato; but 
its application to a musical “phrase, the 
"Both formations are shown with diagrams 
and described in Hints on Singing, p. 11. 
"The finest exercise I know for obtaining 
clearness and uniformity of tone in the me¬ 
dium register is that which Garcia gave to 
Tennv Bind when she went to him in Pans in 
lS4l' to “mend her worn and uneven voice. 
It will be found on p. 16 of Hints on Singing. 
It is not to be used merely as a remedy, but 
os n studv for maintaining a ringing quality 
nf tone oil the descending scales, and at the 
same time preparing the way for a natural 
pure legato. 
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choice Of a right mode of executing it, and 
various other considerations which musical 
feeling and experience alone can satisfy, 
combine to make it the more subtle and 
difficult device of the two. In the singing 
of Mozart both play an exceedingly im¬ 
portant part. 
“The English word ‘slur’ is capable of too 
many interpretations, and has not the same 
precise significance as the Italian porta¬ 
mento or the French port de voix. These 
imply a mode of carrying the voice which, 
if employed gracefully and in the right 
place, always adds character, elegance, 
force, or intensity of expression,, to the 
delivery of a phrase. Without one of these 
purposes in view it had better not be used. 
But, correctly to fulfill the traditions of 
the Italian school, it cannot be dispensed 
with. 
“To enhance the elegance of a phrase, the 
portamento should as a rule be lightly 
sung. Merely pushing the voice up or 
dropping it down from note to note deprives 
the device of all charm. The tone must be 
delicately poised and supported by the 
breath; it must likewise be carried without 
jerk or interruption over the whole of the 
interval, attaining its goal with perfect 
intonation and quality. Correct breath- 
pressure and intelligent anticipation of 
resonance will alone make this possible. 
“To import-the declamatory force or vig¬ 
or of sentiment, the portamento should be 
employed with an energy and directness 
that leaves no doubt as to its object, 
yet always with the greatest discretion. 
The intention of the composer must be 
carefully studied, and this in the case of 
Mozart will scarcely leave room for mis¬ 
taken zeal or choice of the wrong place. 
The portamento is not invariably indicated, 
but where it is not, tradition and taste 
enable us to mark the spot. 
“As an ordinary device for adding senti¬ 
ment to the music, the portamento has been 
exaggerated and overdone to an extent that 
has created a prejudice against its use at 
any point. That, of course, is absurd, like 
most objections that go to an extreme 
Sixty years ago the excessive use of the 
portamento was unknown. The great 
singers used it in just the right measure 
and no more; they made it rare enough 
for the ear to be grateful for its charm, 
never ‘slurring’ two or three intervals 
in succession nor spreading the tone up 
and down with sickly heaviness. I remem¬ 
ber the period when the exaggeration grad¬ 
ually set in. The song-writers of the 
eighties were as much responsible for it 
as the singers, one of the most popular of 
them, Grieg, suffering from an inordinate 
love of portamento, as his songs show. 
“Then began a reaction. The more cul¬ 
tivated English audiences became familiar 
with the Passion-music and cantatas of 
Bach, and learned to appreciate the proper 
reticence, in this matter. They began to 
enjoy a final cadence without the customary 
upward or downward glissade to the con¬ 
cluding note. Musicians perceived that the 
artistic singers were imitating the grace, 
perception, and restraint of players of the 
violin or the violoncello like Joachim, Sar- 
asate, Ysaye, Lady Halle, Holfman, Haus- 
mann, and Piatti, who were the righ't models 
from whom to acquire them. 
(g) The Messa di Voce 
. ‘Tke English meaning of this curious term 
is nalveiy but accurately defined by Garcia in 
Hints on Singing. The messa ili voce. he 
says, stands for the process of singing 
swelled sounds,’ which should ‘begin pinn- 
lssinio and by degrees acquire increasing force 
till they arrive at their loudest, which should 
happen at half their length ; then the process 
should be reversed.’ 
"The apparently simple act of swelling and 
liminishing^ tone, not alone on single Motes 
characteristic of the old Italian school. The 
mastery of the ‘straight line’ must come first, 
as It would precede that of the ‘curve’ in 
drawing. But one does not suffice without the 
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Ulu„——  .ae singing of Mozart, who 
demanded the mess a dt voce at nearly every 
--&r the turn of every piece t 
“Here, once more, it is diaphragmatic 
breathing that enables the singer to accom. 
plish the well-directed support of a steadv 
tone while swelling or diminishing the 
strength and volume with perfect evenness 
and regularity of gradation. 
“The action of the messa di voce becomes 
with practice, mechanical and subconscious’ 
The utmost care is therefore needed in the 
exercise of a dynamic force that is liable to 
over-asBertion and to produce a certain monot¬ 
ony of style. It may be constantly used, but 
only if guided by ease and economy of 
breath-pressure, coupled with musical Intel- 
ligence. 
“A Mozart singer who does not possess this 
gift, would, in my judgment, be an anomaly 
(ft) Agility, Coloratura, Ornaments, Etc. 
“It is a common belief that only light 
voices are fitted by nature for the execution 
of florid or coloratura music. That is a 
misapprehension which has only grown up 
in recent times, and did not prevail among 
the old teachers, because their pupils, even 
those with the heaviest organs, were con¬ 
tinually demonstrating the opposite. Bach 
and Handel, Mozart and Rossini, wrote 
many passages that are tours de force, it is 
true; but, generally speaking, the former 
did not write their runs and ‘divisions’, or 
the last-named his brilliant passages 
and cadenzas, for what they would have 
called exceptional voices. They wrote 
them indiscriminately for singers of every 
calibre—and for basses and contraltos as 
much as for sopranos and tenors. 
“The basis of all flexibility is the pure 
vocalization of the quick scale upon the 
bright tone, or voix claire. In order to be 
able to sing clearly, evenly, and rapidly an 
octave or two of notes, one must be able 
to do the same thing on two, three, or five 
notes. That means careful and constant 
practice with correct breathing and mechan¬ 
ism, adequate resonance, a true ear, freedom 
from muscular rigidity of the throat or 
larynx, and the natural impulse which 
imparts ease and abandonment to the steady, 
effortless flow of tone. 
“The free oscillation of the tone from 
note to note necessary for the preparation 
of the quick scale is also the right 
beginning for the practice of the shake 
or trill. But when more than two notes 
are attempted the larynx does not oscillate; 
the voice glides smoothly over the group 
with a slight accent upon each note, so that, 
no matter how rapid the movement, the 
singing of the scale becomes clear, definite, 
flexible, and of even strength throughout. 
“The main factor in the attainment of 
this lightness, elasticity, and accuracy is 
the supreme controlling action of the breath, 
working in complete accord with mind and 
ear. To sing scales crisply and clearly we 
must be able to think them in perfection. 
“Similar rules apply to the practice of 
runs (or ‘divisions’) which form perhaps 
the most characteristic and persistent 
feature of Italian music of the seventeenth 
and eighteenth centuries. The mastery of 
these is the key to every branch of florid 
singing. They provide the groundwork 
for all vocal agility, for the ease and bril¬ 
liancy of rendering which alone justifies 
the survival of this class of music. 
“Apart from smoothness and beauty of 
tone, a clear accentuation of the various 
rhythms is extremely important. Usually 
the accent falls upon the first note of a 
group of four, six, or eight notes, but 
the singer must be able to place it anywhere 
without interfering with the rhythm and 
clarity of the run. Nothing can be worse 
than triplets sung with a slurred and in¬ 
distinct middle note, except perhaps a 
jumbled ‘turn’ of which the final note is 
not audible. 
“In the singing of Mozart, correctly- 
marked rhythms—he has such an extraor¬ 
dinary variety of them—constitute a vital 
feature, notably in the concerted music 
of the operas and in the play between 
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solo voice and orchestra. The ability to 
observe peculiar or divergent rhythms, in 
addition, is frequently essential in passages 
where agility is also called for. The study 
of one should therefore go hand in hand 
with the other; though naturally the scales 
and runs have to be mastered first. 
“With Mozart’s special ornamentations, 
the point is that he treats the various types 
of ornaments, not as mere embellishments, 
but as integral parts of the composition. 
He thus enhances their dignity and makes 
their faultless execution of equal importance 
with that of the main melody. 
“The master had his favorite ‘ornaments.’ 
Grace notes simply abound in his music: 
turns (gruppetti), appoggiature, repeated 
and staccato sounds, shakes, slurred notes 
(notes coulees) constantly arrest the atten¬ 
tion of the student. One and all demand the 
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utmost purity and flexibility of voice, and 
delicacy and finish of execution. 
“Mozart was especially fond of notes, 
coulees which are very difficult to sing 
really well. They belonged rather to the 
technic of the violin or the ’cello than of 
the voice. Two gliding notes to a single 
‘up or down bow’ are comparatively easy 
to play (compare the semiquaver passages 
in the Tannhauscr overture) ; but two notes 
to a syllable for a few bars in succession 
present a greater difficulty to the singer 
because of the certainty, smoothness, and 
grace that are demanded of the executant, 
who should here closely imitate the violin. 
“At the root of the matter lies the com¬ 
mand of agility, and every student of this 
art who works diligently enough can be 
trained to become a more or less accomp¬ 
lished singer of florid music.” 
Interesting Letters from Our Readers 
A Stage Fright Episode 
To the Etude: 
I was much interested in the different 
opinions on “Stage Fright,” as presented 
in the Etude symposium of some months 
ago. Its “cure,” if there is such a thing, 
had a special appeal. There was brought 
to me an experience which might be at least 
amusing to others who may read. 
Several years ago, having accepted a 
position in a prominent church attended 
by many celebrities and professional people, 
I suffered severely from stage fright, or 
its equivalent. 
One beautiful summer morning the 
church was packed, and among the con¬ 
gregation came a handsome, distinguished- 
looking man accompanied by a charming 
woman. 
As the service progressed, I noticed ■ in 
the mirror that the man never took his eyes 
off the organ. As I had not been in the 
position long, I became very nervous, 
imagining that he was a critic. By the 
close of the service I was near a collapse. 
While leaving the church, I spoke to a 
prominent member, asking who was the 
distinguished man who never took his eyes 
off the organ. 
“Why, don’t you know that is Mr. J.—of 
the very prominent family of that name? 
He has lost his mind, and the lady is al¬ 
ways with him, as he is not allowed to 
go out alone.” 
My tumble was big, but effective. Need¬ 
less to say, my cure was complete. 
Nora Cassady, Connecticut 
clapped my hands and the girl in the box 
broke through the top and recited this: 
Hello, everyone! I’m glad all are here; 
I offer to each one a lot of good cheer; 
You see here the spirit that hovers around 
If no one is near to observe how you 
sound 
When you practice or study or even sight- 
And that all scales are given the care 
that they need. 
Always have patience, and always go slow; 
The more that you do this, the more you 
will know. 
Don’t forget I am near to note all that you 
do, 
And that if it is wrong the hurt falls 
back on you. 
So good-bye, now you’ve seen me; take 
care, if you please, 
To do pieces right and you’ll get them 
with ease. 
R. Durand, Philadelphia. 
A Musical Party Surprise 
To the Etude: 
For a novel entertainment at a Pupils’ 
Party, I found this feature a great success. 
One of the smaller girls came early and 
was enclosed in a very large pasteboard 
box. Any chain store will have one. She 
was seated comfortably and then the top 
enclosed with crepe paper glued tight to 
each side. Also, sides were decorated with 
the s; 
When all the pupils had arrived and 
were in their seats, conversing at ease, I 
Wants More Recognition for ’Cello 
To the Etude : 
In the last Etude appeared an article by 
Mr. Alterman, lamenting the small part the 
’cello plays in the phonograph world. Violin 
records are there in profusion and of the 
most brilliant kind. 
Contrasting with this, just please take 
up your talking machine catalog and see 
what is offered you for the ’cello; not one 
concerto in the lot; and only about thirty in 
the whole book. Of these nine out of ten are 
of a very sombre character; and not one 
that makes any serious pretention to real 
brilliancy. 
The ’cello is not dependent upon tone 
alone; just as wonderful things can be 
done with it as with the violin. When some 
(cellist wakes up to the fact that people will 
not buy this dull, uninteresting stuff, and 
give us what we want to listen to, there will 
be no trouble about the buying public 
appreciating ’cello records, and this the 
moment they are worth while. 
W. A. Wilson, Arlington, Nebr. 
THE WILDER IMPROVED KEYBOARD 
r»• instruction there can be 
“That we are on the eve of a great ‘swing' to Piano Class \nstr^^.C. 
no doubt, and in this ‘New Way’ the Wilder Keyboard is sure to play a most important part. 
i and initiative, will To-day’s progressive Teachers and Students, through their v 
nevitably be the leaders in the “New Way. 
A postcard will bring you interesting and convincing reasons. 
The Wilder Ke,b«rd Cm,m, Dept. E-t West Newlon, Mao. 
1 
KIMBALL 
“The Instrument of Yesterday, 
Today and Tomorrow” PROFESSIONAL APPROVAL of 
Kimball pianos has been con¬ 
tinuous throughout the years since 
they were first manufactured. 
Toiayincreasingnumbersofeduca- 
tors en thusiastically praise the new 
Kimball scale, the latest develop¬ 
ment in scientific piano building. 
These principles are embodied in 
the“little”Grandor the“tiny”Up- 
right, both especially suited to the 
studio or home of limited space. 
They possess beauty of tone with 
a volume usually associated only 
with larger instruments. 
See and know the Kimball from 
these small styles to the largest 
Concert Grand. 
quired. Ask for pattern Style29 
rVr.W. KIMBALL 
' 306 South Wabasl 
Gentlemen: Please: 
W. W. KIMBALL CO. (Established 1857) 
_ ^OKIMBALL Reproducing Piano □ KIMBALL Grand Pianos □ KIMBALL Phonograph Q KIMBALL Upright Pianos □ KIMBALL Player Piano 
mail floor pattern “Style 29”— free 
Ingram’s 
Milkweed Cream 
Used by discriminating women for 
more than thirty years. 
It is a thorough cleanser, and yet 
light enough in body to form a com¬ 
fortable foundation for powder. 
But it has certain remedial properties 
that subdue redness, roughness, tan, 
freckles and such imperfections. It 
is dislinctiOe. Whether you use it as 
a cleanser, a protection, or a powder 
base, its nourishing and healing 
properties will bring fresh beauty 
and new life to your skin. 
A little scientific care now may save 
months of effort later on. Get a 
jar at. your druggist’s today; the 
dollar jar is the more economical 
b (coin 
which 
stamps) for a gi 
with the Dern_r 
will prove to you its ben 
effect. 
Frederick F. Ingram Company 
Established 1885 
In Canada: 343 Tenth St., 
Windsor, Ont. Detroit, Mich. 
ill 
“Mum” 
is the word! 
No girl can be popular unless 
she protects herself against the 
unpleasant odor of perspiration. 
“Mum” is the word! “Mum” 
prevents the odor of perspiration 
and other body odors. It is also 
used with the sanitary pack—it is 
so safe. “Mum” is 25c and 50c 
everywhere. 
toilette essentials, so w 
SPECIAL OFFER 
vou to know of two dther important 
make this Special Offer: i rc 
, _ ray” Talc, the Powder Perfume 
rich in rare and costly fragrance; and 75c Evar.s’s 
Depilatory Outfit, the quick, safe way of removing 
hair — $r.2J •worth for $1 postpaid. Or “Mum” 
and “Amoray”—joe -worth for 40b postpaid. 
Please give your dealer’s name and address. 
Mum Mfg. Co. 
1119 Chestnut Stre< 
Philadelphia 
' 
Please mention ETUDE 
Page 638 SEPTEMBER 19U 
rj' VERY organist should be a leader or a 
leading factor for the advancement of 
music in his community, independently and 
outside of his church. While his position 
in the church should have a certain value 
to any musical work in which he may be 
engaged on the outside, he should aid the 
cause of music through other channels 
besides those within the church. 
What pan be done and what is the way 
There are so many things he can do 
and so many ways of going at them that 
only .a few can be mentioned here by way 
of suggesting others. 
He should, in co-operation with other 
enthusiasts, organize a chorus or singing 
club. It matters not whether it be of men, 
women or children, or all three combined, 
so long as it is of value to the community, 
as it naturally would be. 
To organists and pianists who have 
never done this type of work, and 
The Organist’s Etude 
It is the Ambition of THE ETUDE to make this Organ Department 
“An Organist’s Magazine Complete in Itself’’ 
'Edited by Well-Known Specialists 
Value of the Organist to His Community 
(Paper p 
By Herbert Stavely Sammond 
n Brooklyn organist and ral conductor : 
Nati onal Association of Organists, Rochester, : 
“jolly” people along. Therefore, I Music and Business 
they could, I would say, as you play Say to all organists and pianists, and par- Another branch of musical work still 
four parts on Piano^or t;cuiariy to those who may have some jn its ;nfancy ;s the organjzing and devel- 
knowledge of the voice, which all expe- 0ping of choral societies and glee clubs 
■ dtrthe rienced organists should have: Do some- jn industrial plants, commercial houses 
thing that will elevate the standard of and department stores—a work that has 
music in your community or adjacent town wonderful possibilities of development, 
along the lines suggested. If it does not Such work is waiting only for the right 
add directly to your income, it will pay person who will go at it in a manner 
in other ways. that will appeal to the heads of such con- 
* cerns, and who is able to show the value 
How to Begin to all concerned. An eminently success- 
A good way to start a singing society ful work of this kind is being done in the 
club is to begin in your own church, great department store of Marshall Field 
music in three 
organ and listen to each 
rect relation to the other for the proper 
blending of., all the parts, 
same with voices. If you haven’t done it 
and want to learn how, go to it and you 
will soon learn. 
A Men’s Singing Club 
If the field in your own community is 
only partly covered by having a mixed 
and a women’s chorus, then organize the 
1 into a singing club. If there is 
women’s chorus and there is one of mixed taking as a nucleus those of your choir & Co., in Chicago, where they have pre- 
and male voices, try that or a children’s or others in the church who may si sented most of the great oratorios with 
cho.r. If you find the field fully covered Do not as was said at the confine large chorus, full orchestra and noted solo- 
in your immediate community and you feel A , , « . . ~ ,, . *sts. borne of New Yorks stores, have 
it would be unwise to organize one of the * t0 that church’ but mvlte from a11 the choruses, but their work is not generally 
kind already established, go outside and churches those who love to sing. You will known, to the public, 
find a place where there is no singing club find man7 waiting to be asked. Perhaps a 
and stir up one. If there is any com- better plan is to get together a committee The Organist's Duty 
munity anywhere, in city or town, without and send out a letter, signed by that com- Just as we have a bankers’ glee club, 
a singing club of some sort, such a place mittee, calling it a committee on organiza- why not an insurance men’s or stock 
needs stirring up. There should be a male, tion, to all in the community who are brokers’ glee club? Industrial plants have 
a female, a mixed and a children’s choir known to sing more or less, asking them their ball teams for Saturday and Sun- 
in every community. Its value to all con- to come together-for the purpose of form- day games during the summer, so why 
cerned is too obvious and needs only an ing a glee club, oratorio society, a Schu- not have glee clubs and bands? They 
enthusiastic musician to bring it about, mann, Orpheus, St. Cecilia, Apollo or what- could meet in friendly competition (with 
Why not he that one? Some organists ever name or type of club you may wish each other) on Saturday and Sunday nights 
may feel that they cannot give the time to start. If the club or choral society is in the winter and once a season give a 
or have nbt the time to give to it. To such representative of the community, as it festival concert with the combined forces. 
I would say: You have the time if you should be, it is likely a rehearsal room The possibilities are so tremendous that 
are only willing to use it that way. Few, can be obtained without charge from some I marvel at our indifference to the situa- 
if any, are so crowded with pupils as to church that has the community spirit, or tion and the smug way we sit back and 
’be obliged to teach morning, noon and through the courtesy of a chamber of think how terribly busy we are, just be¬ 
night. If there are any such, my advice commerce or some fraternal order, or per- cause we may occupy a position as organ- 
of the teaching before baPs a Public school auditorium might be ist of a church and perhaps a synagogue 
secured. and have a class of pupils. Theatre or- 
You will wish to give at least two con- ganists do not come under this indictment 
certs a season, the expenses of which can as their afternoon and evening work and 
be met in part by the dues of the active sometimes morning rehearsals do not per- 
or singing members, but largely by an mit the adjustment of their time. 
your health or your doctor tells you 
vary your activities more by engaging 
some work of this kind. 
Now Let’s All Sing 
The work of “”bS 
training and knowledge an experienced 
organist is supposed to possess, with cer- Aside from the wonderful and inspiring 
Distribute Your Energies 
“ other qualifications that require only SZ £ tt^ff * d* “ ^ 
cercising for develonment. and not the , _ _. . . sJnagogue at the same time, direct two or ex r i i l p t, _ __ 
type of leader whose only qualification !«“. STS3 SUBS’ sms 
, good Singing voict There has been singing' Members may he ’stndjkg miifc a committee™^’—5-”-!'. ”™.bf °f 
too much of this type of song leading in seriously, the largest part at the outset may 
community work since the world war, and not be able to read music at all and their 
n organization to which on,. 
/thH may t>elong’ Spend a niSht at home once 
the need or excuse for it ceased with the highest ambition may have been to ^in? 1';™ read tbe dai*T papers, a maga- 
war. This is one of the reasons community nothing beyond the “Dear Old Pal of cations a mnntb a ®w„mus!cal,i PubI‘- 
singing has not reached a higher standard Mine” or “The Sunshine of Your Smile” or concert now and then a^T8’ “S6” 
and commanded the respect and support of f ^ p^~ ragtime hit- other 
more of the best musicians. Any singer 111 a short time you will have them sing- still be well and hanov In fact such 
with a robust voice, possessing little or and enjoying works of the great mas- a life should keep one well and happy If 
no knowledge of music, with the right per- *> as wel1 as S0tl/S, of the best modern I am emphasizing too strongly a general 
sonality, can get away with a certain type p serj’ a!Tuan,?ed for part s,nSmg, in- distribution of one’s energies and talents 
»f -Now 1,,', an ,i„g- community aong ~ no* '.ban a S53»*iSE 
leading. During the war one of the duties One'cannot we!':arra,i1ged to cine .or a few things, such as devoting 
of the government song leaders was to - . • .. ,. without, hav- one’s time to .concert organ playing'or 
make assistant song leaders out of certain to conductor and singers alike brings comPOsiti°ta as some of our distinguished 
t few weeks. While this A fine “““t' ■ . organists do, and do well, it is because I 
done, after a fashion, and met a per- done by organizing a Su“fchodl ^ W°U'd ^ attenti°n °f °therS ‘° 
tain contingency, no high standard could community band 
be built on such a foundation. Such work cidentally, one might ' obtain „ „raciicai 
requires far more than a voice and the abil- knowledge of orchestration while doing it 
.. - — much neglected and unexplored field of 
,ra,l?„rCheStra' .In" endeavor- tbe development of which would 
” practical make the community happier and richer. 
■The Diapason. 
TEE ETUDE 
The Place of the Voluntary 
By E. A. H. Crawshaw 
As the name implies, a voluntary did not 
form part of the regular service of the 
Church and it was optional for the organ¬ 
ist to play it or not. Others believed that 
various preludes and interludes were thus 
called because they were improvised. It is 
to be feared that too often little thought is 
given to-day as to what shall be the volun¬ 
taries chosen for public performance. If a 
preacher were to come as unprepared to the 
pulpit as some organists to the organ loft, 
we should not wonder if our congregations 
gradually diminished. 
As Mr. Harvey Grace so ably expresses 
it: “The organ prelude is the first sound 
heard by the congregation, and it ought to 
be a worthy breaking of the silence, how¬ 
ever simple it may be.” At one town where 
I lived, Sunday by Sunday, the organist 
appeared without a single piece of music in 
Jiis hand—he did not keep his musical library 
on Church premises—and we were com¬ 
pelled to listen to futile improvisations, 
generally commenced pp, with a gradual 
crescendo, then diminuendo, until the 
preacher ascended the pulpit stairs to the 
accompaniment of the tremulant. As a 
cure for such improvisers Mr. Grace sug¬ 
gests that their efforts should be recorded on 
a gramophone, and they should be com¬ 
pelled to hear on Monday what they had 
perpetrated on Sunday 1 
I read that the palmy period of the volun¬ 
tary (i. e. of English composers i was from 
1720 to 1830, and that the best specimens 
were composed by Croft, Beckwith, Keeble, 
Boyce, Greene, Battishill, Kelway, S. 
Wesley, Russell and Adams. Mr. John E. 
West has rescued some of these from ob¬ 
livion, and edited them in the series of “Old 
English Organ Music.” 
To give another personal experience: the 
concluding voluntary was always chosen in 
the same key, or one nearly related to the 
key of the last hymn-tune sung at the serv¬ 
ice. This is an excellent idea, and is es¬ 
pecially gratifying to those who, having an 
exceedingly good sense of pitch, object to 
the frequent “ungentlemanly modulation” 
which perhaps follows the final Amen. 
But it is of some of the extraordinary 
voluntaries which have been played that I 
would write. 
The practice is not a new one. In 1712 
Addison found it necessary to protest 
against “Merry Epilogues after Tradgedies, 
and Jigging Voluntaries,” in The Spectator 
for the 28th of March. 
There is a story to the effect that S. S. 
Wesley once showed his disapproval of 
something or somebody by putting down 
the lowest pedal note, and slowly building 
up and sustaining the chord of C! 
Mendelssohn, when travelling in Italy in 
1830, was amazed at the poorness of eccle¬ 
siastical music. He tells us he was in the 
Franciscan Church at Venice, gazing at 
Titian’s “Martyrdom of St. Peter.” Divine 
service was going on, and as he was 
earnestly contemplating the wondrous even¬ 
ing landscape” with its trees, and angels 
among the boughs, the organ commenced. 
The first sound was quite in harmony with 
my feelings: but the second, third, and, in 
fact, all the rest, quickly roused me from 
my reveries, and restored me to my senses 
by their theatrical qualities. 
It must be a great temptation to an or¬ 
ganist not to improve the occasion by some 
selection of music which he is sure the 
audience will recognize. Sir Arthur Sulli¬ 
van was playing the organ at the conse¬ 
cration of a Church by the then Bishop-of 
London. The hour was fixed for noon, hut 
through some misunderstanding the Bishop 
did not arrive till one. Sullivan had'to play 
all the time, and amongst other music he 
introduced “I Waited for the Lord,” then 
one of his own songs, “Will He Come?” the 
appropriateness of these being apprehended 
by the waiting congregation. 
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When Charles Santley was in Italy his 
experience was not more happy than Men¬ 
delssohn’s. In his Reminiscences he says: 
“Passing the Carmelites one day, in Milan, 
I heard the sound of the organ, and entered. 
About twenty-five girls were receiving con¬ 
firmation; the organist enlivened the pro¬ 
ceedings with selections from La Trainata. 
In the" country places all attempt at pro¬ 
priety was discarded; the organist simply 
played whatever he could get through, 
sacred or profane. I have heard the 
favorite galop from the last new ballet and 
the last movement of the overture to 
William Tell played as voluntaries. At 
Baveno a few years ago, on the occasion of 
a wedding, Mass was being performed. At 
the Elevation (the most solemn part) we 
were regaled with ‘Largo al factotum’ 
from II Barbiere di Siviglia!” Dr. 
Schweitzer mentions in his J. S. Bach that 
in 1548 an organist in Strassburg was dis¬ 
missed from his post for having played 
French and Italian songs during the 
offertory. 
Dr. Henry Coward in his Reminiscences 
tells of a former organist of Leeds Parish 
Church, Mr. R. S. Burton, a man of strong 
will and firm convictions, with a large share 
of combativeness. He displayed all these 
qualities by playing, at the conclusion of 
what he considered an unorthodox sermon 
the chorus from St. Paul: “Now this man 
ceaseth not to utter blasphemous things,” 
which was. doubtless, the opinion also of 
a good many in the congregation. 
Mr. Harvey Grace, in his excellent book, 
The Compleat Organist, has two chapters 
on the subject of voluntaries which one 
wishes all “who handle the organ” could 
read. He pleads for making a feature of 
the organ music before the service. He 
argues that then people have time to listen, 
being most of them “in their places some 
ten minutes before the service begins.” 
Happy Mr. Grace, if this is his usual ex¬ 
perience! His advice as to the choice of 
suitable voluntaries, both before and after 
a service, is most valuable. 
But in some churches the officiating 
minister is not musical. To him the only 
important part of the service is that when 
he can have his own say—the sermon. If 
he should be in the pulpit (I refer now to 
Nonconformist usage) and the organist 
dare to finish his voluntary, woe be to the 
unhappy man! 
I was recently told by an organist, a 
Mus. B., and a most capable musician, that 
he was playing the “Angel’s Farewell" from 
The Dream of Gerontius before service, 
and kept the minister waiting a short time 
until he had concluded Elgar’s lovely music. 
The result was great anger on the part of 
the minister that he should have had to 
wait, and an apology insisted on from the 
poor unfortunate organist. I would cer¬ 
tainly prefer to hear that organist’s volun¬ 
taries than the tflinister’s sermons 1 
If the ministers take this attitude and give 
no encouragement to their organists, music 
will never occupy its rightful place in our 
services. There are many of us to whom 
the voluntaries, well chosen and well 
played, mean a great deal. They may be as 
distinctly helpful as the spoken sermon, 
and we echo the words of the Psalmist: 
“Praise Him with the harp and organ.” 
Organ Extemporization 
By s. M. F. 
Extemporization may be considered to 
a certain degree as a combination of the 
arts of composition and interpretation. It 
differs from composition in the same way 
that ordinary conversation differs from 
literature; but is not the conversation of a 
brilliant man far more interesting and in¬ 
structive than a book which may be the 
studied product of a dull and uninteresting 
mind? 
Many famous composers have been noted 
for their skill in the branch of their art; 
Beethoven and Mendelssohn being two 
gifted examples. In our own time stands 
the eminent Marcel Dupre, weaving into 
massive symphonic form the themes pre¬ 
sented to him. 
Two phases of extempore playing deserve 
consideration; that of form and that of 
color. In regard to the first mentioned, it 
would be advisable to begin with a Period, 
forming an imperfect cadence on the Dom¬ 
inant at the close of the fourth measure and 
a perfect cadence at the close of the eighth 
measure. Later this could be extended to 
a Double-Period, reserving the imperfect 
cadence until the close of the eighth measure 
and the perfect cadence until the end of 
the sixteenth measure. Before long the 
player’s musical instinct will show how this 
can be further developed, and where extra 
measures may be interpolated or intro¬ 
ductory chords added. 
A fugal composition should not be beyond 
the powers of a player, provided a short and 
simple subject be chosen to begin with, 
and a knowledge of its construction be 
Possessed. 
It is important that a sense of melodic 
outline -be cultivated. Intimate acquaint¬ 
ance with melodies of Mozart, Beethoven, 
chubert and Brahms will most assuredly 
orm and refine the melodic taste, just as 
ssociation with cultured and well-bred 
pe°Ple refine the manners. 
In regard to color extemporization much 
depends on the mechanical and tonal re¬ 
sources of the instrument. Variety in tonal 
texture is important. For instance, it is 
more interesting tonally to use gamba 8-ft. 
with flute 4-ft. or flute 8-ft. with gamba 
4-ft. than the same quality of tone 8 and 
4-ft. 
Sixteen-foot stops played an octave 
higher or 4-ft. stops an octave lower often 
yield interesting contrasts of tone to the 
8-ft. registers. Flutes modify reed-tone, 
although modern reeds do not require flutes 
to modify their asperity. Diapasons and 
gambas or reeds and gambas rarely agree. 
Four-foot open flutes often have a pleasing 
quality of tone in their lowest octave which 
may be effectively used in arpeggios against 
chords on soft reeds or violas. 
When playing a solo, do not always 
couple the manual used for the accompani¬ 
ment. If, for instance, an 8-ft. flute is be¬ 
ing used on the Choir, accompanied by a 
delicate string tone on the Swell with octave 
couplers, the top note of the accompani¬ 
ment, if uncoupled, will lie above the solo. 
The effect is pleasing, the ear being 
intrigued by the apparent conflicting claims 
of the more powerful toned solo stop and 
the delicate but more highly pitched accom¬ 
paniment tone. 
Use the vox humana as a timbre creat¬ 
ing stop. Its tone, combined with the 
celeste and 4-ft. flute is arresting, Care 
should be taken not to fatigue the listener 
by too constant a use of the tremolo. 
The 8-ft. stops on the Pedal organ should 
frequently be used without any 16-ft. The 
constant booming of the 16-ft. frequently 
becomes wearisome to the listener. 
Great are the resources and possibilities 
of the modern organ. It is in their use that 
one proves himself to be an artist or- an 
artisan. 
“Why didn't you play 
when he asked you to? 
Had they only owned a Weaver Piano, 
she could have been proud to play. For 
the beautiful tone that marks the Weaver 
when new, stays beautiful through years 
of use, a source of pride and enjoyment 
to the owner. And its mechanical per¬ 
fection never fails to arouse enthusiasm 
and praise, no matter who the player. 
Write to us for the name of the Weaver 
dealer nearest to you and ask for our 
catalog. Convenient terms are easily 
arranged, and a liberal allowance made 
on your former piano. Weaver Piano 
Company, Inc., Factory and General 
Offices: York, Pa. Weaver, York and 
Livingston Pianos and Player Pianos. 
WEAVER 
PIANOS 
(AUSTIN ORGANS) 
MEW YORK, Philadelphia, San Fran- 
1 ^ cisco, Chicago, Detroit, Los Angeles, 
Richmond, Atlanta, Charleston, Minne¬ 
apolis, ^ Cincinnati, ^Seattle.^Troy, Wor- 
ters are possessors of notable Austin organs. 
Over twelve hundred are now in use. 
The list of Austin o\ 
AUSTIN ORGAN CO. 
165 Woodland St. Hartford, Conn. 
FOUR FREE 
SCHOLARSHIPS 
Guilmant Organ School 
Dr. WILLIAM C. CARL, Director 
Fall Term, October 7th 
ADDED FACILITIES WRITE FOR CATALOG 
17 East 11th Street New York City 
CHOIRMASTERS ! , 
Twent^neanrh^lor general 
the Church'Year* CaS'0nS “rmg Select 
“The Church 3? 
Year” & 
Sent on Approval—Price $125 Janles H Rogers 
Order from your dealer or and many others 
HAROLD FI AMMER.57 W,45th St.,New York 
•J'WENTY YEARS or develop- 
1 “ORGOBLO JUNIOR” 1 on,l Student Organ,. 
THE SPENCER TURBINE COMPANY 
HARTFORD 
STUDY HARMONY 
and COMPOSITION 
byMAiLgssrr,?' 
<1 Wooler, winner of Interna 
CONNECTICUT 
WILDER 
MASTER 
“Nothing 
without effort 
you will find- 
direct and clear that “effort . 
reduced to the minimum. You will be inter¬ 
ested. surprised and delighted—{ox there is real 
Surely every piano player would like to MEMORIZE 
easily, read well, accompany CRED¬ 
ITABLY, INTERPRET MUSICAL¬ 
LY, and PLAY WITH GOOD 
RHYTHM, and with the 
least p o s s i b 1 e 
PIANO ^ 
COURSES 
_-mmsm. ■ihumI k^ss®mm IBs 
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VIOLIN teaching is a growing profes¬ 
sion. There has not been, in the entire 
history of music, such a rapid development 
in the popularity of an instrument, nor in 
the number of students studying it, as that 
which has taken place in the last ten or 
fifteen years, in the United States, in the 
study of the violin. 
We have no way of knowing what the 
percentage of increase in the number of 
violin students has been; but there are 
towns and cities scattered all over the 
country where it has been 1,000 per 
least. 
The cause of this wonderful increase in 
the popularity of violin playing and the 
number of people studying this instrument 
has been the wide-spread introduction of 
the class system of teaching, making the 
cost of instruction very cheap, and putting 
it within the reach of the masses. This 
class instruction has manifested itself in 
two forms, one the introduction of violin 
instruction into the public schools, and the 
other the establishing of numerous private 
violin schools, where a season’s term of 
class lessons, including a violin outfit, is 
offered at a very cheap rate. 
Violin Instruction in Schools 
Hundreds of towns and cities have intro¬ 
duced violin instruction in their public 
schools. The classes range in size from two. 
to twenty-five pupils; and where a fee is 
charged, the price of lessons ranges from 
ten cents to a dollar, the fees going towards 
paying the violin teachers. In some schools 
the teachers are paid by the school board, 
and the violin instruction is entirely free. 
The violin pupils of the schools, as soon 
as they are' sufficiently advanced, are 
formed into school orchestras which play 
for the marching of the pupils, for school 
entertainments, and other events. Besides 
being complete in themselves, these school 
orchestras are often combined into one 
large orchestra for special occasions, such 
as concerts and musical festivals. In cities 
of from 50,000 to 100,000 we often hear of 
these combined orchestras numbering from 
one hundred to three hundred violins, or 
Nominal Cost 
Owing to the nominal cost of the instruc¬ 
tion and the pleasure of playing in the 
orchestras at the schools and in their public 
performances, violin playing has become 
extremely popular in the public schools, 
and the number of violin pupils in the 
country is increased many thousand each 
year from this source alone. I know, per¬ 
sonally, of moderate-sized cities in the 
middle-west, where the number of violin 
students in each town has increased from 
approximately fifty to five hundred within 
the last ten years. 
The establishing of hundreds of private 
violin schools with the class instruction 
system, is also swelling the number of 
pupils by thousands. In these schools violin 
teaching is commercialized and reduced to 
an exact business proposition. I recently 
. had a talk with a traveling representative 
of a violin house which makes a specialty 
of selling cheap violin outfits to these 
schools. His story was really illuminating, 
as showing the tremendous growth of violin 
instruction now going on. He said, “It 
will be a surprise, even to many musicians 
and professional violinists, to hear on what 
a large scale many of these schools are 
operated. The plan has been in general use 
on a large scale in the United States for 
only about ten or fifteen years. A course of 
from thirty-six to forty lessons (or in 
some cases fifty) taken weekly, is offered 
at seventy-five cents to one dollar per les¬ 
son. As an inducement to the pupil to en¬ 
roll, he is given a violin outfit entirely free, 
to become his property as soon as he has 
completed and fully paid for the full num¬ 
ber of lessons in the term. The pupil, or 
his parents, signs a contract setting forth 
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the terms of the bargain, and the lessons 
are started at once. 
“Our firm sells these violins to schools of 
this character at three dollars each, bags 
and bows at seventy-five cents each, the 
entire outfit thus costing four and one-half 
dollars. Some schools pay a little more 
for the violins than this, but not much. 
The pupil who gets the outfit is, of course, 
under the impression that it is worth from 
twenty to twenty-five dollars. 
“The classes in such schools range in size 
from ten up to twenty-five pupils ill some 
cases. Where the charge for lessons is 
one dollar each it thus appears that the 
school gets from ten to twenty-five dollars 
for a single class lesson. It is very apparent 
that the school can easily afford to give 
away to each pupil a violin outfit costing 
only four-and-a-half dollars, since it 
receives from thirty to forty dollars for the 
term, according to the length of the term, 
and the price of the lessons. The schools 
also have other sources of income, as they 
arrange in many cases for private lessons, 
to be given when the teachers are not busy 
with the class lessons. They also have ex¬ 
cellent opportunities to sell more expensive 
violins, ranging in price up to two hundred 
dollars as well as bows, cases, strings, and 
general musical merchandise. Many of 
these schools also have classes in mandolin, 
guitar, banjo, ukulele, and other instru¬ 
ments, which are operated on the same 
plan of a term of lessons, with a free in¬ 
strument included. 
Two Hundred Violins a Month 
“Pupils are secured for these schools by 
putting out agents who make a house to 
house canvass, ringing each door bell like 
book agents or vacuum cleaner canvassers. 
An effort is made to round up all the chil¬ 
dren of a neighborhood, and, to try to in¬ 
duce the parents to send them to the school. 
Almost everyone is interested in music, 
and where the door would be quickly closed 
in the face of an ordinary, canvasser, the 
representative of the violin school is usually 
invited in, and an animated conversation 
ensues; for people never tire of talking 
about their children. A violin outfit free, 
and a season’s lessons, all for thirty or 
forty dollars, looks like a bargain to many; 
and the canvassers bring in hosts of pupils. 
“To give you an idea of the scale on 
which some of the violin schools are con- 
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ducted, I might mention that in one of the 
larger western cities there is a school which 
we furnish with two hundred violins every 
three months. There is hardly a city in 
the country, of over 25,000 population, but 
what has one or more of these schools, and 
the number is increasing all the time, as it 
is found to be a money making proposition.” 
Only Crude Results 
Of course all this increased interest in 
violin playing and wonderful increase in 
the number of pupils, must eventually re¬ 
sult in a wonderful impetus to the art. For 
the present, unfortunately, the develop¬ 
ment has been more in quantity than quality; 
that is, there has been an enormous increase 
in the number of violin pupils who have 
acquired a smattering of the art, but a 
much smaller increase in the number of 
really artistic players. Under the class 
system, at least where there are many in 
the class, only very crude results can be 
looked for. To learn the violin in a really 
artistic manner a pupil must have individual 
instruction, at least once or twice a week. 
It is the most that a really competent violin 
teacher can do to teach one pupil, let alone 
a half dozen, to say nothing of 
twenty or twenty-five. It is very difficult 
for most pupils to acquire the proper 
motions of the arm and wrist in bowing, 
and here is where the guidance of a 
good teacher becomes absolutely necessary. 
Where there are iso many to teach at once, 
it is quite impossible for the teacher to 
give every member of the class a good 
bowing. 
However it is quite certain that if interest 
is increased in an art or science, a great 
evolution is bound to take place in that art 
or science; so,- if interest is increased in 
violin playing, by multiplying by many 
times the number of players, even though 
their attempts are crude, the number of 
artistic players also will be increased. There 
will be more pupils for the artistic teachers. 
As the art of violin playing becomes more 
diffused among the people, there will be 
more pupils with talent for violin playing, 
a greater number of geniuses of the vir- 
tuqso order, and more composers of violin 
music. This has been the experience in 
countries like Hungary, where violin play¬ 
ing is so common, and the result will be the 
same here in our own country. 
Hints in ’Cello Bowing 
By Caroline V. Wood 
It may sound ridiculous to tell a ’cello 
student to keep his bow moving, but some¬ 
times this injunction seems necessary. A 
new student, lacking self-confidence and 
ability as well, is apt to be over-cautious 
and bow in a very cramped way. He is 
so busy locating the notes on the finger¬ 
board that he forgets to keep his bow 
moving freely, and the result is very 
scratchy sounds. 
The ’cello student should be taught to 
bow freely, that is, with a free arm move¬ 
ment. Only in this way can he produce 
even, smoothly-flowing tones. The ’cellist 
should learn to feel at ease when playing 
—he must have confidence in himself. Of 
course this does not mean that carelessness 
should be tolerated, nor that the bow 
should race across the strings. But keep 
the bow moving freely, without any un¬ 
necessary hitches or stops. Remember, 
it is only by moving the bow across the 
strings that any sound at all is produced, 
and this sound should be music. 
This need not interfere in any way with 
long, slow bowing, which must also be 
given attention. 
THE ETUDE 
Ensemble for “String” 
Students 
By Alfred Sprissler 
Nearly every musician when making 
the first step into ensemble playing, finds 
himself considerably at sea. The routine 
is new, so new that apparently all he can 
do is to sit fast in his chair trying to 
look intelligent. Everything seems vague 
.and hazy; nothing is understood; and the 
other musicians are seemingly doing things 
entirely differently from what is ordered 
in the notes. 
His crowning bit of wormwood is swal¬ 
lowed when one of the seasoned war- 
horses approaches, smiles balefully and ob¬ 
serves, "Your trouble is that you play alone 
too much.” 
The worst part about this observation 
is that it is correct. The student has been 
so immersed in acquiring the fundamental 
technic of his instrument that he .has 
arrived at a strange condition. When 
playing a selection he will, unless an ex¬ 
emplary student, accelerate the tempo when 
he comes to a portion of small difficulty; 
and conversely, should a part of extra¬ 
ordinary difficulty appear, he will retard 
his time to suit his lack of ability. 
Consequently, after years of playing 
alone, the student has lost his perspective. 
He has acquired such a mental state that 
his acceleration and retardation are in¬ 
voluntary, so much so that he would resent 
your telling him of it. But the first time 
playing with others proves his delinquency. 
The master-and-pupil exercises for ’cello 
of the Dotzauer-Schiile are not sufficient 
to insure the bases for good ensemble play¬ 
ing. The teacher’s part is so meagre, and 
the pupil’s so elaborate, that the result is 
quite unsatisfactory. Besides, the playing 
of such exercises is uninteresting. 
The problem was happily solved when a 
volume compiled by my grandfather was 
discovered. It contained violoncello duets 
of such as Sebastian Lee, Felix Battanchon, 
Brcval and Kummer. The duets by this 
last composer initiate the student into the 
peculiarities of the tenor clef, by easy 
stages, and are written upon themes from 
Mozart and Haydn. They are very melo¬ 
dious and give an opportunity for as much 
ensemble work as the young pupil can con¬ 
veniently handle at this time. 
A teacher of the violin mentioned the 
fact that he had seen what results were 
forthcoming from this departure. He sug¬ 
gested that one of his advanced students 
meet my scholar for the purpose of duets 
for violoncello and violin. My library con¬ 
tained the necessary selections and the 
twain were started on the six selections of 
Charles Dancla, composed on themes from 
operas “II Barbiere di Siviglia,” “Lucia,’ 
“Norma,” “Der Frei'schiitz” and “Don 
Juan.” The parts were loaned the young 
musicians with the understanding that the 
practicing of them was in no way to inter¬ 
fere with the regular routine. One lesson 
per month was spent in working at them 
under supervision, my friend and I alter¬ 
nating. 
The literature for this combination, prac¬ 
tically unknown by many teachers, is ridi- 
Beethoven composed three very fine duos 
for clarinet and bassoon, which may be 
had for ’cello and violin. The indefatigable 
Sebastian Lee has to his credit many selec¬ 
tions for the combination. Wichtel, of 
“Young Violinist” fame, has a large reper¬ 
toire of them; although they are little 
more than violin concerti with ’cello ac¬ 
companiment. The part is excellent school¬ 
ing, however, if the ’cellist’s wrist holds 
out. Kreutzer has also contributed. Breval 
has written a multitude of easy duets, well 
fingered, which instil a sense of time into 
the players. Last, but not least, Haydn has 
a very excellent posthumous duo which is 
worth careful study. 
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The results of this training are manifold. 
In the first place, it gave the young persons 
under my notice an insight into the pleas¬ 
ures and profits accruing from concerted 
practice, aiding them in time and the pro¬ 
duction of tone. Then it made them look 
with interest upon the string trios and 
quartettes which were to follow when their 
proficiency made such possihle. Above all 
it gave poise and ability to listen and un¬ 
derstand what “the other fellow was do¬ 
ing” without.becoming nervous and trying 
to “catch up.” 
Instrumental Music in Public Schools 
By Glenn H. Woods 
(Continued from page 508) 
forge? Not on equipment furnished by 
their parents. 
In Cass Technical High School, Detroit, 
the Board of Education has placed $7,000 
worth of musical instruments in one build¬ 
ing, with an annual budget of $3,000 for 
maintenance. A concert band, two orches¬ 
tras, seven full-time instructors with seven 
half-time student teachers, give ample 
opportunity to many students for special 
musical training. This is the way Detroit 
does things. 
; The Plan 
Children enter the public schools at six 
years of age. By the time they are in the 
third grade—or at nine years—it is pos¬ 
sible to begin their. instruction in instru¬ 
mental music. The choice of instruments 
is usually left to the decision: (1) of the 
parents; (2) of the child, who wants to 
play ’cause his nearest friend has begun 
lessons; (3) of the parents and the teacher, 
who, upon request, can usually advise the 
best instrument for the child to study, 
taking into consideration the hand, the lips, 
the teeth, and the musical attitude of the 
child, not overlooking in the final equation 
his mental caliber and the home supervision 
of study. 
The instrumental teacher usually visits 
one building every day, depending upon the 
number of pupils enrolled. Pupils are 
excused from regular class by consent of 
the Principal and his classroom teacher, 
who determine the period he can be excused 
with the least retardation in his studies. 
In some schools the “sliding schedule” is 
in operation and the child is not taken out 
of the same class but once in every eight 
weeks. This system is hard to establish, 
but it has much merit after the pupils have 
learned to follow the jumping plan. 
In the elementary schools the orchestra 
rehearsals usually occur before school 
(from 8 to 9 o’clock) ; then the individual 
or group lessons are continued throughout 
the regular school day, being given in 
school time. If the school day has eight 
periods the instructor 'teaches an average 
of four per period, or thirty or more pupils 
per day. Sometimes it is possible to group 
four or six violin pupils in one period, or 
three clarinets, or four cornets, but rarely 
more than six studying the same instru¬ 
ment in a period. A child is not taken into 
the orchestra until he has had about one 
year or more of individual instruction, de¬ 
pending somewhat on his aptitude and prog¬ 
ress. The instruments most in favor are 
the violin, cornet, clarinet, flute, trombone 
and cello, as they represent the solo or 
home instruments. So the orchestra in the 
elementary schools is incomplete in instru¬ 
mentation. The viola, French horn, string 
bass, oboe and the bassoon are left for the 
junior and senior high schools. 
Here the pupils are mature enough to 
make rapid progress. Either by making 
such a transfer as from cornet to horn, or 
making a fresh start on a new instrument, 
however, the instructor is able to keep up 
and continue the complete instrumentation 
of the orchestra. This is where the school 
department must furnish the unusual in¬ 
struments. 
In the junior high schools the enrollment 
is usually sufficient to employ a regular 
full-time teacher for the building. The plan 
holds good in the senior high, except that 
it is often necessary to have two teachers 
to instruct the large number of pupils en¬ 
rolled in the classes. Here the bands and 
orchestra rehearse daily on school time 
usually the afternoon periods and receive 
the same credit for the subject as they do 
in other studies. 
If more comet pupils enroll than can be 
accommodated in the orchestra, the instruc¬ 
tor induces two or more to transfer to 
French horn; saxophone players find the 
bassoon easy; flute players like to learn the 
oboe; and piano pupils find the string bass 
helps to strengthen the fingers of the left 
hand. By this process pupils are en¬ 
couraged to learn to play niore than one 
instrument and the orchestral instrumenta¬ 
tion is kept full and complete. 
At the present writing there is no 
educator of any renown who distinctly 
champions the cause of music. Much has 
been written and spoken on every other 
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For School Bands and Orchestras 
'T’HIS is the year to make your band a prize 
winner! If there is no band in your school 
now is the time to start one. 
There is nothing like a band or orchestra to 
arouse enthusiasm. Contests arranged under 
auspices of the .Band Instrument Manufac¬ 
turer’s Association afford the competitive 
opportunity which arouses and sustains inter¬ 
est. We’ll gladly give complete information 
about these contests. 
The value of the band as an educational, 
cultural and character-building factor is recog¬ 
nized by all leading educators. 
Conn. Ltd., as . the world’s largest maker of 
band instruments—the only maker of every 
instrument for the band—has been a pioneer 
in helping to organize and equipping success¬ 
ful school bands. 
Our Band Service Department is at the 
service of everyone interested in school bands 
and orchestras—whether the problem be a new 
organization or development of an existing 
band. No obligation; write us freely. 
Every experienced band director realizes 
that good instruments are “half the battle.” 
That is why Conns are used in so many suc¬ 
cessful school bands. Their easy flaying quali¬ 
ties encourage young players, enable rapid progress; their perfect 
scale and beautiful tone quality produce a striking ensemble effect. 
Sousa and the other foremost concert band directors use and en¬ 
dorse Conn instruments for the same reasons which make them 
preferable for amateurs. 
We can supply instruments to suit every purse. Complete outfits 
can be obtained at surprisingly small outlay. Send coupon now for 
special booklet and complete details. 
THE CONN 
NATIONAL 
SCHOOL 
OF 
MUSIC 
61-66 E. Van Buren 
Street, Chicago 
Director 
TWO BOOKS FOR SUPERVISORS 
“THE UNIVERSAL TEACHER” by J. E.^Maddy and T. P. Giddings 
“BUILDING THE SCHOOL ORCHESTRA” by R. N. Carr 
Detailed information for the ^supervisor^on the organization and conduct of instrumental 
Both books published by C. G. Conn, Ltd. Write for further information. 
C. G. CONN, LTD., 913 Conn Bldg., Elkhart, Ind. 
C.G. CONN, Ltd., 913 Conn Bldg., Elkhart. 
Gentlemen: Please send complete infer 
.(Organ:?.! 
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Street or R. F. D.. 
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The Wessell, Nickel & Gross piano 
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and the foremost maker of pian'o ac¬ 
tions in the world. It is the highest 
priced action built today. Look for the 
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▼ The Artist’s Choice 
The Versatile Instrument 
"THE banjo is an essential in every 
dance orchestra and is the ideal 
instrument for entertainment. It is 
Write—there is a catalog for you. 
THE VEGA CO- 
155 Columbus Ave., Dept. E-9 
BOSTON, MASS. 
VIOLINISTS 
Violins and Accessories 
Oi high professional qualities 
Send for our large exclusive Violin Catalog 
aSSE®* 
WM. LEWIS & SON 
(largest exclusive Violin House) 
225 S. Wabash Ave., Chicago, Ill. 
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information. When leisure hours, which 
for mere lack of accomplishment have 
caused many to seek amusement which 
they were not equipped to improvise, the 
boys and girls who have had instrumental 
training can amuse themselves besides be¬ 
ing able to entertain others. 
Invest in music for it unifies the mass. 
Rhythm is the grace of poetry and music. 
Seldom is music an unwelcome guest in the 
home. 
Teachers of music help parents to guide 
the young. 
Violin Questions Answered Personally by Mr. Braine 
■T. I. B.—Concert pieces for the violin vary 
greatly in length. If you are planning to 
compose such pieces it would be a good idea 
to examine carefully a number of the most 
successful violin compositions and make your 
compositions of similar length. 2—The com- 
2—By all n .... _s change your instructor, who 
a 'cello teacher, to a violin teacher. The 
din and 'cello have much in common, but 
a 'cello teacher is not fit to develop artist 
violin pupils. Go lo a first-class 
„r„ „n maaternieoes teacher and after a few lessons he ( 
and have had an enormous vogue all over j^tho nrnfessimf1 Would°adv* 
t play 
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Credits for Outside Music Study 
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-An Open Letter 
from Clayton F. Summy Co.-, 
Changes made at the request of the Federal Trade 
Commission with the system of pricing music and in the 
trade customs common to the music business has created 
much disturbance in music publishing circles. The 
requests made by the Federal Trade Commission have 
led certain publishers to use the occasion to change then- 
prices on music to a point which denies any discount to 
be given even to the music teacher. 
DUNNING SYSTEM for Beginners 
Endorsed by the Leading Musical Educators of the World 
NORMAL CLASSES AS FOLLOWS: 
MRS. CARRE LOUISE DUNNING. Originator, 8 We.l 40th St., New York City. ’ 
Mrs. Zella E. Andrews. Leonard Bldg., Spokane, Wash. 
Allie E. Barcus, 1006 College Are., Ft. Worth, Teaaa. 
Elizette Reed Barlow, 48 George St., New Bern, N. Car. 
Mrs. Jean Warren Carrick, 160 E. 68th St., Portland, Oregon. 
Dora A. Chase, Pouch Callory, 345 Clinton Are., Brooklyn, N. Y. 
Luvenia Blailock Dickerson, 327 Herndon Are., Shreyeport, La. 
Adda C. Eddy, 136 W. Sandusky Are., Bellelontaine, Ohio, September 8tb. 
Mrs. Beatrice S. Eikel. Kidd-Key Cons., Sherman, Tesas. 
Miss Ida Gardner, 15 West 5th Street, Tulsa, Okla. 
Gladys Marsalis Glenn, 1605 Tyler St., Amarillo, Texas, October, 1924-Febmary, 1925. 
Mrs. T. 0. Glover, 1825 Gorman St., Waco, Tesas. 
Mrs. Traris Sedberry Grimland, Memphis, Tenn. For information address 5839 Palo Pinto Are., Dallas,Texas. 
Rubs Frances John, Dallas Academy ol Music, Dallas, Texas. 
Maud Ellen Littlefield, Dunning School ol Music, 3309 Troosl Are., Kansas City, Mo. 
Carrie Munger Lung, 608 Fine Arts Bldg., Chicago, III. Classes held monthly through the year. 
Harriet Bacon MacDonald, 825 Orchestra Bldg., Chicago, 111., Dallas, Texas, Sept. 15th and monthly through Julie 1925 
Mrs. Kate Dell Marden, 61 N. 16th St., Portland, Oregon. 
Mrs. Wesley Porter Mason, 5011 Worth St., Dallas, Texas. 
Virginia Ryan, 940 Park Are.. New York City. 
Isobel M. Tone, 469 Grand View St., Loa Angeles, Cal. 
Mrs. S. L. Van Nort, 2815 Helena St., Houston, Texas. 
Mrs. H. R. Watkins, 124 East 11th St., Oklahoma City, Okla. 
INFORMATION AND BOOKLET UPON REQUEST 
WANTED 
Cellist, Cornetist, Flutist and Clarinetist 
for dining room orchestra Brenau College. 
Young women who desire a college educa- 
about one half, in some instances more, 
of their expenses by filling these positions. 
Apply to 
H. J. PEARCE, Pres. 
BRENAU COLLEGE 
Gainesville, Georgia 
We have always acknowledged that the success of 
our business was made possible mainly through the 
recognition and support that has been given us by the 
music teachers through whom our publications have been 
distributed and used. It has always been a custom to 
recognize music teachers as being entitled to a discount 
on their purchases and we are not willing to abandon 
that recognition. 
We cannot conceive it to be possible that the laws 
on our statute books can, by any possible interpretation, 
be so construed as to prevent any person to whom music 
is sold for distribution, from selling it at a profit if he 
chooses, nor as to determining how much of a profit he 
shall make. We look upon this whole proceeding as a 
most unfortunate and grievous mistake. We believe that 
circumstances will bring about some better and fairer 
adjustment of the whole problem and we have therefore 
thought best not to make any change in our system of 
pricing nor in our custom of allowing discounts to those 
who are entitled to them. We are therefore continuing 
to allow the regular discounts on our publications and 
on those of others whose prices still make discounts 
permissible. 
Very respectfully, 
CLAYTON F. SUMMY CO. 
429 So. Wabash Avenue 
Chicago 
Atlanta Conservatory of Music 
Peachtree and Broad Street*, Atlanta, Georgia 
ESTABLISHED 1857 
PEARfinV CONSERVATORY 1 Ej/TlDV/LJ 1 BALTIMORE, MD. 
HAROLD RANDOLPH, Director 
the oldest and most noted Music Schools in America. 
Mr. and Mrs. Crosby Adams 
Annual Summer Classes for 
Teachers of Piano 
21st SEASON—1924 
June 17th to July 4th August StliYo the 32nd 
Address 
Montreat North Carolina 
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f~ NOTE—“Advance of Publication Offers” On Next Pages 
Bonus Offer 
on $3.00 Orders 
OF OFFERS Nos. 1 to 82 
Page 650 SEPTEMBER 192 If THE ETUDE the-ETUDE 
Publication Offers- 
Kindly use OFFER NO. when Ordering—Offers Nos. 62 to 91 are in Preparation 
” 1 Prices Quoted Are for Cash 
77,e Bonus Offers Should Interest Many. Note on Preceding Page | with Order, We to Pay 
s for Tiny Tots 
No. 57 Three Songs 
5HE 
In.r.duc.r Piano Pieces 
60“ cents Total Retail p»~> *170 
Romance in A minor...By T. D. Williams 
Au Berceau.By Jean Rogister 
Sirens.By J. Rogers (Arr. Hartmann) 
OFFER 
No. 61 Three Pipe Organ 
Ictr<h“p,?ry Numbers 
50“cents TotaI Retail Price- $160 
Grand Chorus.llv A. Becker 
Ceremonial March.By C. Harris 
Evening Meditation. .By W. D. Armstrong 
JSgllliil 
s&'KjKses mM 
.-Pieces in Thirds OFFER 
:°rnP.1*™ Reverie Album for the Piano 
°No.E75 jf£J 
— ate 7ff7rT:z: 
II IllSSI ”'g£ Ij 
25 cents The Cat Concert 
an ORDER SENT IN NOW SECURES ANY OF 
THESE WORKS AT PRICES CONSIDERABLY 
BEtOW THE PRICES AFTER PUBLICATION 
Delivery will be made when work comes “Off Press” 
Those who follow our Advance of Publication Offers Each Month will be 
interested in knowing that Offers Nos. 62, 63, 64, 65, 74, 83, 84 and 90 are Anthems and Glees 
™; Glee Club Songs for I 
iraitas Sch°o1 and Colle*e 
er ^d'hf"c*oerldVsfr^m ^ H°"iS Da"" ^ L' ^ 
. jr®63 
Operetta for Children One Copy only “ s°"^ 
OFFER 
No. 85 fsCh“! that ShoSnri’to make n 
Mmsm 
The Final Introductory Offers 
on Preceding Pages Present 
some Exceptional Opportuni¬ 
ties lor Securing Meritorious 
and Useful Publications at 
Prices Well Below Regular 
Costs. 
Theo.PresserCo, 
1710-1712-1714 CHESTNUT STREET-EVERYTHING 1» MUSIC PUBLICATIONS 
Prompt, Accurate and Courteous Service To Mail Order Patrons 
■TS raas n 
Advance of Jf” °dut of lh,e'r fit eharac Ca.h Price ™ic 
irthr^oi0 “‘stu™ 25 cents ^ 
40 cents fully <£££*,& S is all On. c.py only Within the ability of 
°n. Copy on,, L’Ei desfred. IfTou are looking .for soSl^ 
v™eser%re .^armin?>y wrif ’ ' ’ 
required is about half an h 
BONUS FOR ORDERS OF 
OFFERS Nos. 1 to 91 
Amounting to $5.00 
Your Choice of Any One 
of the Valuable 
ORATORIO REPERTOIRE 
Selected and Edited by Nicholas L 
SS3E*- 
Z5J£? 
ALBUM OF FAVORITE FIRST 
POSITION PIECES FOR PIANO 
A generous number of violin and 
piano numbers are in this popular 
For Bonus on $3.00 Orders of Offers 
Nos. 1 to 91 See Preceding Pages 
These Fall Low Priced Offers to Music Buyers Form but one of the 
many features of the Mail Order Music Supply Service Conducted by 
the Theo. Presser Co. The aim is to give every Possible Convenience and 
Economy to Patrons. The "On Sale” Plan is of Great Value and 
Assistance to Teachers—Send Postal for Details of it and for Catalogs. 
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gssffe An Excellent Group of Advance of 
3 AN iteS 
Etude 
Cover Design 
Contest 
$250.00 Prize 
Announces a Prize 
Contest Open to All for 
traduction of lyres, p 
6. Any c< 
7. The o 
10. The Etude a 
>r loss of or d 
but every pos 
n of the design while in our 
,ec~ lst- 1924 
Address all designs lo 
ETUDE COVER DESIGN 
CONTEST 
1712 Chestnut Street, Philadelphia, Pa. 
ETUDE friends everywhere are re- 
tuested to notify their artist friends 
,f this contest. Big names do not 
-nean anything to us in comparison 
vith effective, attractive, beautiful ■over designs. Art Schools and Art De¬ 
af Colleges everywhere are 
co-operate with us in this 
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WHAT SHALL / Use To 
INTEREST MY PUPILS? 
New and Celebrated Material Every Teacher Should Know 
MUSICAL ABC’s by Marsto 
A progressive note-speiler si 
plifying those little problems 
THE THREE MAJORS b 
beyond the mere le; 
A delightful book. 
Price, 75 c 
BEROLD’S PIANO COURSE 
progressive. Full of variety and 
easy pieces. 
Price, each Vol. 75 cents 
NIMBLE FINGERS by Schm 
Especially useful for the develo 
ment of■ flexibility and finger i 
dependence. 
Price, 75 cents 
Famous Methods for Beginners 
Bilbro’8 Very First Piano Lessons 
Blake's Melody, Book I 
" ” :: II 
First Melody Lessons by Bilbro 
Second Melody Lessons by Bilbro 
Ollier and Qualle, Tunes from Mar 
Diller ai I Quaile, When All the World 
ts Young 
Adult Beginners Book by Bilbro 
Beginners Lessons in Music Land by 
Bilbro 
Little fitudes for Little Fingers by Bilbro 
Study of the Bass Notes by Bilbro 
Scales and Arpeggios at Play by Terry 
Pleasing Collections for Beginners 
First Grade Favorites $1.00 
Jolly Tunes for Little Players .75 
Six Graceful Melody Pictures .75 
A Crystal Stream of Folk-Lore .00 
Nature Pictures by Mayor • .75 
Piano Pictures by Mayor .75 
Six Tone Miniatures by Krogmann ’ .75 
Tuneful Rhymes by Krogmann 
The Children’s Hour by Burnham .75 
In October Sunshine by Woodrow 
Five Tuneful Tunes by Thomas 
Children’s Treasure, Every Measure 
Wee Folks in Music Land .75 
Model First Grade Pieces 1.00 
Nine Little Playtime Duets, by Keyes 1.00 
Dance Carnival by Hannah Smith 1.00 
Twenty-two Easy Pieces, Each Having Some Definite Teaching Purpose 
the Tulip Fields. For girls by Bartlett. 
rting. Arpeggio waltz by Krogmann  . 
tong the Flowers. For girls by Mundhenke. 
1 Mister Jack Frost. Words ad lib. by Bilbro ngs. Interpretation by Woodrow.. caching by Burnham. 
Dancing Teddy Bears: Both h: 
Crisscross. Cross hands by Smi. 
March of the Gosli . I t rr 
Boat Song. Class te   
Polly anna. Class teaching by Smun. 
Half-Minute Mannikin. A frolic in octaves by 
Sweet Jasmine. Phrasing and syncopation by i 
The Jolly Sailors. For boys by Kelterer. 
The White Cavalry. For boys by Tracy  
Rocking-Horse. For boys by Maxim.'. .’ 
Heather Bloor 
At the Ice Cat ul uKmBi 
In Hanging Gardens. Arpeggio by Dai 
The Purling Brook. Triplets by Dare 
Dream ofa n Hour. Left Hand alone by Fran 
oeIfl? E^oe?' ^ Hand alone by Franklin. On the Blue Lagoon. A Valse Lente in Arpei 
by ra klin'.'.'.'.'.'.'.'.'.'.'..'. 
- itt  
rpeggio by Mattingly. . 
This material for sale at all MUSIC STORES or will be sent “On Approval” by firms below 
--C »---^ 
These helpful boohlets will be sent FREE upon request 
From THE BOSTON MUSIC CO 
BOSTON, MASS. 
Or THE WILLIS MUSIC CO 
CINCINNATI, OHIO 
26-28 West St. 
137 W. 4th St. 
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^JUNIOR: 
ETUDE 
CONDUCTED BY ELIZABETH A.GEST 
Musical Terms (No. 9) 
This is the ninth list of musical terms. 
Have you copied them all in your note¬ 
book? 
Obbligato—An indispensable solo part in 
a concerted composition. 
Octet—a composition written for eight in¬ 
struments or voices. 
Opus—abbreviated Op. A composition. 
Used with the number of the composi¬ 
tion in series; as. Sonata, Op. 9, means 
the ninth composition of that particular 
composer. 
Oratorio—A large composition for chorus, 
orchestra and solo voices, to be given 
without scenery or costume, the words 
being on a sacred subject. 
Overtones—a series of faint, high tones, 
produced by an instrument or voice when 
vibrating to make any tone. 
Overture—an orchestral introduction to an 
opera or other large work. 
Passionato—in an impassioned manner. 
Patetico—pathetically. 
Pastorale—a composition describing or 
suggesting rural scenes. 
Pause—prolonging a beat beyond its 
rhythmic duration. 
Thoughts 
I used to think 
When I grew up 
practice nothing more. 
But sit and play 
The pretty things 
at I had learned of got 
And then I thought 
That would not do 
cause I noon found out 
One cannot do without. 
My mind's made up 
To practice every day. 
Whether I 
Ant young or old 
I It always love to play. 
Question Box 
Dear Junior Etude • 
How do y 
Answer. . . JRNHI L> <•,»«, „ 
nounced in English and add csk. 
Df;-« Junior Etude : 
Will you give me names of some easy Son¬ 
atas which I can play ? 
Answer. As a rule, sonatas do not have 
any ‘names” but are compositions written In Snnftf o » T-v 1. „ n,knf TV. le “sonata form.” Do you know what i 
‘ v look it up or ask your 
teacher. Some of the best-known simple 
»P*r y°u to play are by Beethoven, ™ydn, Mozart and Clementi. 
The Waterfall 
It musieailynmoans. S° 
H changes not from year to year 
But gives forth all it holds; 
bomethnrs In.winter, stops awhile 
Till melt its frozen folds. 
Anf ahp'-1 in spring it dashes forth 
And does It all year long, 
hope that I may do my work 
nd *ki,s happy way; 
True Knights of Labor 
By Rena Idella Carver 
It was a beautiful September morning. 
Rosalia had begun practicing but she soon 
grew tired and walked to the open window 
with a sigh, “I almost wish I were a dumb 
animal and did not have to work.” 
Outside a bee buzzed angrily, “There 
you stand watching us gather our winter 
store and you say we do not work. A bee 
will work herself to death for the sake of 
the sisters she has never seen, but the bee 
idlers—the drones—are put to death. Just 
suppose that human drones were put to 
death 1” Then, after drinking deeply from 
the beautiful flowers, she vanished. 
A robin alighted on the window ledge 
and Rosalia remembered the painstaking 
work of the robins in building their nest, 
the patient brooding of the mother and the 
tirelessness of the father and mother birds 
in feeding those crying baby mouths. 
The rattle of the milkman’s bottles 
made her think of the cows in the country 
and their work. A heavy dray horse 
drawing a wagon load of trunks came up 
the avenue and Rosalia could not but ad¬ 
mire the animal toiling so faithfully. 
Looking down she noticed the ants at 
work. The story of the ants and the 
grasshoppers came to her mind. A family 
of ants was hard at work filling the cellars 
of its underground house with food for 
winter. Some grasshoppers stopped to 
watch them, they laughed at the ants and 
called them foolish creatures to spend the 
beautiful summer working, instead of 
dancing and enjoying themselves. When 
the summer was over, the ants went into 
their snug little house and they were nice 
and warm all winter with plenty to eat. 
But the grasshoppers had no house and no 
food and they soon died. 
A voice called, “Come, Rosalia, We are 
going to see the parade now.” 
Rosalia skipped out of the room answer¬ 
ing, “Yes, Mother, I am coming.” 
As Rosalia watched the big procession, 
the beautiful floats, the huge wagons, and 
listened to the stirring bahd music, she 
began to feel that it would be interesting to 
be a Knight of Labor. Then the lecturer 
told about a good worker who was honest 
and earnest and ready and willing to work. 
He said we find pleasure in doing work if 
we do it well. We must care for the 
work for work’s sake, if we are going to 
be true Knights of Labor. As she went 
home she remembered how happy she had 
been when she had finally conquered a 
hard phrase, or played a scale ten times 
correctly, or played her piece perfectly. 
When she sat down to her piano again, 
she breathed the hope that she might be¬ 
come a true worker. 
The Sound Fairies 
By Edith M. Lee 
Many years ago people believed in fairies. 
When anything happened which they 
could not understand, especially if they 
heard- strange sounds, the people said that 
the fairies were abroad—for good or ijl. 
For instance, if the young folks went 
out to dance, and in a quiet moment heard 
a tap-tap-tapping sound they thought that 
they had heard the cobbler fairies at work 
making shoes. 
Another common belief was that by 
putting on a little red cap the wearer 
became invisible to world people. 
Suppose we make some fairies of our 
own and call them Sound Fairies; and let 
us try to make only good sound fairies. 
Sound fairies can be made with a mechani¬ 
cal musical instrument like the harp or 
piano, or with the voice. There are many 
beautiful sound fairies in nature if our ears 
are tuned to hear them. Suppose you begin 
by making good sound fairies the next 
time you practice. Every perfect note 
will be a good fairy. But if you let mis¬ 
takes creep into the practice hour, then 
the bad sound fairies, in ugly colors, will 
go tumbling and shrieking among the 
beautiful sound fairies and spoil all the 
music which the good sound fairies have 
made. 
You cannot remember the first sound 
that you loved, but I know what it was. 
It was your mother’s voice. Once a little 
boy was very much hurt. When the little 
fellow could speak he said, “Please talk 
to me, mother.” And when the mother saw 
the big tears running down his face, the 
loving sound fairies came quickly in a 
“once upon a time” story, that started 
like this: 
“Once upon a time a little boy was lost 
in a big wood, and the tears began to 
come and to roll in great drops down his 
face. And the little wood people all 
dressed in brown and green ran out from 
behind the bushes and played ball with 
the big round tears, and by and by the 
little boy forgot that he was lost and 
began to laugh.” But it wasn’t the story 
that made the little lad forget his troubles 
as much as the sound fairies of his 
mother’s voice. There are so many harsh, 
ugly and unkind sounds in the world, so 
many of the shrieking, jazz music fairies 
that it is going to keep you little music 
lovers very busy with voice and instru¬ 
ment to make enough beautiful sounds to 
drown the others. 
Dear Junior Etude : 
I sent you a letter some time ago from 
Australia and have received many answers 
from America. There are very few aboriginals 
in Australia, and I have never seen one. Eng¬ 
lish is the language spoken here and there are 
any number of schools and colleges here. 
These are answers to so many questions my 
American friends ask. 
I still keep up my three hours’ daily ’cello 
practice. Some time ago I passed my exam¬ 
ination In the higher division and was the 
only ’cellist in Victoria to pass with honor. 
The examination was held in Melbourne, and 
was given by the Royal College of Music of 
London. I have earned about forty pounds 
since last Christmas. (I don’t know how 
much that would he in American money.) I 
hope to have a better ’cello than the one I 
now- own. I would like to have an old Italian 
one, but don’t suppose I will ever- be lucky 
enough to possess one. 
From your friend. 
Jean Smith (Age 13), 
Frankston, Melbourne. 
Victoria, Australia. 
Summer Time No. 3 
Summer time is nearly over, and before 
the end of the month most of you will be 
back at school and starting music lessons 
again. Have you had a nice summer ? Did 
you keep up your schedule that you read 
about in the Junior Etude for July? 
And did you fix up your music ac¬ 
cording to the plan in the Junior Etude 
for August? If you have, your summer 
has not been a wasted time. 
Now before starting your lessons again, 
get a blank music note book, and in it 
write all the major and minor scales. Do 
not. say that you do not know them all; 
for if you know how to do one, you 
know how to do them all, for they all fol¬ 
low the same model. Then write the 
chords at the end of each scale. Then in 
the back of the book make a list of all the 
pieces you have memorized, with the 
names of the composers. After their names 
put the dates of the birth and death and 
what country they lived in. 
You will be pleased with yourself for 
having spent your summer this way; and 
your teacher will be a great deal more 
than pleased with you, and your work in 
the winter will be far superior than it 
would be if it followed a summer of idle¬ 
ness and wasted time, 
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START THE NEW SEASON WITH 
THESE FOUR EXCELLENT NEW STUDY-BOOKS 
SPECIAL INTRODUCTORY PRICES 
CHARACTERISTIC STUDIES FOR THE 
YOUNG PIANIST— 
FOR THE ATTAINMENT OF ARTISTIC PLAYING— 
by Frances Terry 
These “studies” are really remarkable on account of the fact that 
each one is based on a separate technical “problem”—has a definite 
educational feature—and is very melodious. They will prove most 
delightful “pieces” for the enjoyment of the pupil or for the Recital 
program. Seldom indeed are such real musical values combined 
with such attractive melody. Special Introductory Price—cash 
with order—.57c Postpaid. 
These two books by Frances Terry have been most highly 
endorsed by many of our leading musical educators and 
printed testimonials will be distributed in a few weeks. 
RECITAL ETUDES FOR THE piano— 
by Frances Terry 
These most excellent Etudes—like the Characteristic Studies— 
are unusually melodious and of areal musical value much desired. 
Of intermediate grade only—the separate defining titles are: 
Vigoroso, Giocoso, Agitato, Grazioso and Appassionata. 
Special Introductory Price—cash with order—.57c postpaid. 
ELEMENTARY THEORY AND PRACTICE BOOK 
by Robert Bartholomew 
Designed for use in normal schools, high schools, colleges and for 
private teaching. A combined text and work book. 
THIS METHOD IS THE WORK OF A PRACTICAL TEACHER 
It is simplicity itself. No complexity. No "research.” Just 
“boiled down” facts. Bartholomew knows what he wants to say 
and says it in plain English; concisely, briefly. He writes from an 
experience covering many busy years. 
HERE IS A “THEORY AND PRACTICE” SIFTED DOWN 
TO ACTUAL ESSENTIALS 
The several pages of perforated music paper incorporated will be 
found a great convenie 
Special Introductory 
-57c 
FIRST STEPS IN HARMONY 
by Chas. W. Landon 
Here is practical and sensible foundat: 
simple language easily understood by y< 
EAR TRAINING EXERCISES OF GREAT IMPORTANCE 
WHICH MAY BE SUNG OR PLAYED—AS DESIRED 
Private and class teach< 
ALL THE UNDERLYING PRINCIPLES ARE FULLY 
DESCRIBED AND PROFUSELY ILLUSTRATED— 
Special introductory price—cash with order—.57c p 
HOW TO ORDER 
Your local dealer will supply these books at the special introduc¬ 
tory cash with order price—if you will mention this advertise¬ 
ment. You may order direct from us if you prefer. This special 
cash with order offer expires October 1st, 1924. 
THE JOHN CHURCH COMPANY 
CINCINNATI 
>9-111 W. 4th Street 
NEW YORK 
318-320 W. 46th Street 
JUNIOR ETUDE—Continued 
Junior Etude Contest 
The Junior Etude will' award three 
pretty prizes each month for the best and 
neatest original essay or story and answers 
to puzzles. 
Subject for essay or story this month 
“The Value of Musical Puzzles.” Must 
contain hot over one hundred and fifty 
words. Any boy or girl under 15 years of 
age may compete whether a subscriber or 
All contributions must be received at 
the Junior Etude Office, 1712 Chestnut St., 
Philadelphia, before Sept. 20. Names of 
prize winners and their contributions Will 
lie published in the December issue. 
Put your name and age on upper left 
corner of paper, and address on upper 
right corner of paper. If your contribu¬ 
tion takes more than one sheet of paper 
do this on each sheet. Do not put puzzles 
and essays on the same sheet. Do not use 
typewriters. 
Competitors who do not comply with 
ALL of the above conditions will not be 
considered. 
Contests are resumed this month, 
after Summer vacation. 
Puzzle Corner 
WHO AM I? 
Lucretia Laurence Sheffield j 
(Each “I” or “me” is a term found Jin 
music.) 
I’m used by the fisherman; 
And I’m the fish he catches. A ; 
I’m an army officer, 
And I unlock the latches. 
I flow adown the valley, 
, My mistress sews with me; . 
I grow in the garden, 
I’m the nicest way to be. 
I'm a broad and level plain. "J 
I dig the coal you burn. J/. 
I’m a common piece of soap. 
I’m what the tired folks earn. 
I’m wound around your packages. 
I’m the knot that’s made. 
I am a real unkind remark. 
I’m found where people trade.2 
I make a sum three times it’s sized* 
On a kitten me you’ll find. 
I am a little letter 
While I’m the name that’s signed. 
Junior Etude : 
ant to write and tell how much I enjoy 
About a year ago we organized a school 
stra and have engaged an instructor to 
us. I am the pianist in the orchestra 
good times together playing in 
The Etude and 
public. There are ab 
learned a good deal 
my teacher giv™ — 
friend. 
A Beistei,, (Age 13), 
Pennsylvania. 
Please mention THE ETUDE when addressing our advertisers. 
